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RUDOLF KEMPE 
WITH THE PHILHARMONIA 
ORCHESTRA 


LONG PLAY 
Overtures: Le Nozze di 3 Cosi fan tutte; 
Dea eabeclins 
Also “Eine Kleine Nachtmusik” 
| BLP1088 8 
“ea? EXTENDED PLAY 


Overtures: Idomeneo; Die Zauberfléte 
“ERS 





Lerek Allen 











“HIS MASTER'S VOICE’ 


REQGQORDS 


RUDOLF KEMPE IS CONDUCTING AT THE ROYAL FESTIVAL HALL ON MARCH 13TH 
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Concert pitch 


One Man Band or Full Size Orchestra . . . when it comes to recorded performance, every 
music lover wants the finest possible reproduction. And let’s face it: to enjoy records at their 
best means Hi Fi. The wide range of hi fi equipment available today does tend to make the 
right choice somewhat bewildering. That’s why we at Imhofs have made it our 
business to help simplify this matter of choice. Firstly, we only stock those instruments which 
conform to our own high standards. Secondly, our sales staff are trained hi fi experts, 
ever ready to offer unbiased advice. Thirdly, there is the exclusive Imhof Comparator, 
enabling you, in a fraction of a second, to switch from any one of 4,000 combinations of different 
hi fi set-ups. Pay us a visit—our unrivalled facilities are at your constant service. 


And if you can suggest an easier or more congenial way of choosing hi fi, please let us know. 


If you can’t manage a personal visit, may we 


IMHOFS 


Os I Oe Sy 


send you our fully illustrated Hi Fi Cata!ogue ? 





ALFRED IMHOF LIMITED 112-116 New Oxford Street London WCI - MUSeum 7878 
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the most wonderful value for money* 


Borodin 
SYMPHONY No.2 IN B MINOR 
L’ORCHESTRE DE LA SUISSE ROMANDE | 
conducted by 
ERNEST ANSERMET 
LW 5275 


Debussy 

SUITE BERGAMASQUE 
FRIEDRICH GULDA 

LW 5278 


FLAVIANO LABO 
OPERATIC RECITAL 
Puccini: “‘Turandot’—Non piangere, 
Lit; Nessun dorma; 
Ponchielli: ‘La Gioconda ’— 
Cielo e mar; Giordano: ‘Fedora’— 
Amor ti vieta; Puccini: “Tosca’— 
Recondita armonia; E lucevan le stelle 
FLAVIANO LABO (Tenor) with 
The Orchestra of 
L’ACCADEMIA Di SANTA CECILIA, ROME 
eonducted by 
FERNANDO PREVITALI 
LW 5271 


* 19/6 (inc. P.T.) 


Mozart 
CONCERTO No.3 IN G MAJOR 
FOR VIOLIN AND ORCHESTRA, 
K.216 — 

CHRISTIAN FERRAS with 

THE STUTTGART CHAMBER ORCHESTRA 
conducted by 

KARL MUNCHINGER 
LW 5272. 


Rimsky-Korsakov 
THE GOLDEN COCKEREL— 
SUITE 

L’ORCHESTRE DE LA SUISSE ROMANDE 
conducted by 

ERNEST ANSERMET 
LW 5276 


Tchaikovsky 
THE SLEEPING BEAUTY— 
BALLET SUITE 
conducted by 
ROGER DESORMIERE 
LW 5284 
THEME AND VARIATIONS 
FROM SUITE No.3 IN G MAJOR 
OPUS 55 
conducted by 
CARL SCHURICHT 
LW 5274 
both with 
L’ORCHESTRE 
DU CONSERVATOIRE DE PARIS 


Vaughan Williams 
THE WASPS— 
ARISTOPHANIC SUITE 
THE LONDON PHILHARMONIC ORCHESTRA 
conducted by 
SIR ADRIAN BOULT 
LW 5277 


Villa-Lobos 
BACHIANAS BRASILEIRAS, No.4 
ELLEN BALLON 


LW 5279 


Haydn 


SYMPHONY No.88 IN G MAJOR— 
‘LETTER V’ 3 

THE VIENNA PHILHARMONIC ORCHESTRA 
conducted by 

KARL MUNCHINGER 


LW 5280 


t 
> 47% 


= 
— 


DECCA 


RECOROS 





THE DECCA RECORD COMPANY LTD 1-3 BRIXTON ROAD LONDON SW9 
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| HIGH QUALITY 
E X | D N TAPE RECORDER 





* The total hum and noise at 73 inches per 
second 50-12,000 c.p.s. unweighted is better 
than 50 dbs. , 


* The meter fitted for reading signal level 
will also read bias voltage to enable a level 
response to be obtained under all circum- 
stances. A control is provided for bias 
adjustment to compensate low mains or 
ageing valves. 





* A lower bias lifts the treble response 
and increases distortion. A _ high bias 
attenuates the treble and reduces distortion. 
The normal setting is inscribed for each 
instrument. 


* The distortion of the recording amplifier 
under recording conditions is too low to be 
accurately measured and is negligible. 


* A heavy Mumetal shielded microphone 
transformer is built in for 15-30 ohms 
balanced and screened line, and requires 
only 7 micro-volts approximately to fully 
load. This is equivalent to 20 ft. from a 
ribbon microphone and the cable may be 
extended 440 yds. without appreciable loss. 





* The 0.5 megohm input is fully loaded by 18 millivolts and is suitable for crystal P.U.’s, microphone or radio inputs, 


x A power plug is provided for a radio feeder unit, etc. Variable bass and treble controls are fitted for control of the 
playback signal. 


* The power output is 3.5 watts heavily damped by negative feedback and an oval internal speaker is built in for 
monitoring purposes. 


* The playback amplifier may be used as a microphone or gramophone amplifier separately or whilst recording is 
being made. 


%*% The unit may be left running on record or playback, even with 1,750 ft. reels, with the lid closed. 


FOUR CHANNEL ELECTRONIC MIXER 


is almost essential for the professional or semi- 
professional where a number of different items 
have to be mixed on one tape recording. 


It is recommended by a number of tape recorder 
manufacturers for this purpose. 


Any normal input impedance can be supplied 
to order, balanced or unbalanced, the standard 
being 15-30 ohms balanced. 


The normal output is 0.5 volt on 20,000 ohms or 
more, but 600 ohms is available as an alternative. 
The steel stove enameiled case is polished and 
fitted with an engraved white panel suitable for 
making temporary pencil notes. 





An internal screened power pack and selenium 
rectifier feed the five low noise non-micro- 
phonic valves. 


Used in many hundreds of large public address 
installations and recording studios throughout 
the world. 


Manufactured by 


VORTEXION LIMITED, 257-263 The Broadway, Wimbledon, London, S$.W.19 


Telephone: LiBerty 2814 and 6242-3 Telegrams : ‘* Vortexion,; Wimble, London ”’ 














Ww 


March, 1957 The GRAMOPHONE -~ Advert 





———— 
Y 
for the closest ; 
; 
approach to the ~ 


\ 






original sound 





RAQOQ®W=-.d 


ae 





MMV MEHMH=@eea 





See 


~$ @wan rr 


The criterion, as always, is that the reproduced sound shall be the closest 





approach to the original — that the enjoyment and appreciation of music may 


wf" 


C- Acoustica 4 HUNTINGDON, HUNTS " Telephone: HUNTINGDON 361 


be unimpeded. This is reflected throughout the design of the QUAD II. It is reflected, 
too, in the straightforward and logical system of control, 
achieved without the sacrifice of a single refinement or adjustment capable of 


contributing to the final objective. 
SEE AND HEAR OUR PRODUCTS, 
APRIL 12.13. 144 15 
WALDORF HOTEL, LONDON, W.C.2 
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Supreme in its class... 


Although first introduced over two years ago the RD Junior 
Amplifier, still produced virtually in its original form, remains 
supreme in its class. Companion equipment now includes a 
Control Unit, FM Unit, Corner Horn enclosure and Table 
Cabinet, together forming a complete Home High Fidelity 
System. Individually built and tested, each unit carries a unique 
Two Year Guarantee. We invite you to inspect and listen to 


this fine equipment at your nearest Hi-Fi dealer. 





Mid 





CORNER HORN TABLE CABINET CONTROL UNIT 


PULL ILLUSTRATED LITERATURE AVAILABLE ON REQUEST 


ROGERS DEVELOPMENTS (erectronics) LTD 


RODEVCO WORKS - 4-14 BARMESTON ROAD + CATFORD LONDON, S.E.6 
Telegrams: RODEVCO LONDON S.E.6 Telephone: HiTher Green 7424 
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EM ITAPE: 


THE WORLD'S FINEST MAGNETIC RECORDING TAPE 











AVAILABLE IN A RANGE 
OF 4 SPOOL SIZES 


Suitable for all Tape Recorders 


SPECIAL FEATURES 


@ HIGH SENSITIVITY @ ANTI-STATIC 
@ PRE-STRETCHED P.V.C. BASE 

© FREEDOM FROM CURL 

@ LOW “PRINT THROUGH” FACTOR 
@ METALLIC CONTACT STRIPS 
FOR “AUTO-STOP” FITTED 10 ALL 
SUT THE MESSAGE SPOOL 
TOGETHER WITH 

P.V.C. LEADER 

AND TRAILER STRIP 


STANDARD 
SPOOL 






3” CONTINENTAL 
4 SPOOL 














































SPOOL 
vaciniadraatiac _ EMITAPE ‘38’ 
TYPE No.| . TITLE SIZE pon PRICE is a standard thickness base tape giving maximum dura- 
. bility for ‘general purpose” use. 
we | re S| oe | Bs 
” ” ° , 4 vy 
IE ae BE : ae 50% increased playing time. 
4912 ae salle “3 1200’ £1.15.0 Specially developed thin base tape. for “Long Play” 
88/12 | “Standard” | 7” dia. | 1200’ el , s 0 jie 
net om ~ ward — Both types of Emitape have identical magnetic oxide 
*& LONG PLAY— 50% increased playing time. coatings and electrical characteristics. 











Full details ef Emitape and accessories are available from your local dealer or: 
E.M.1. SALES & SERVICE LTD - (RECORDING EQUIPMENT DIVISION) 





Expert enquiries to E.M.L INTERNATIONAL LTD. HAYES - MIDDLESEX ENGLAND ~- SOUthall 2468 58808 
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CROWDED DAYS 


With the increasing popularity of High Fidelity record reproduction, 
F.M. Radio, and Tape Recorders we become the more busy. More 
customers every month come to Quality Mart. More products, too, 
demanding expert assessment before figuring in our stock. Hi-Fi 
enthusiasts learned long ago that Q.M. is a good place to seek the best 
equipment, the best advice in its use. They recommend newcomers to 
Hi-Fi to come to Q.M. also, for such will be even better advantaged by 
our experienced attention. We are specialists, Hi-Fi is not a sideline here. 


During the coming months a programme of expansion of demonstration facilities and 
wider choice of equipment will be increasingly evident at our showrooms. Some of 
the new lines to be shown at next month’s Audio Fair are already here, others will 
ey soon. This page details only some of the multiplicity of equipment available 
at Q.M. 


EQUIPMENT 
BARGAINS 





Pickups, gram. motors, amplifiers, 
radio units, speakers, cabinets, etc. 
CALLERS ONLY, March Ist-l4th inclusive. 


TURNING TO TAPE 


Recorders we stock give you first-class reproduction of radio programmes you choose 
to record, most will also play the pre-recorded tapes ; you can also record the voices 
of your family and friends. Thus the modern tape recorder has invaluable assets for 
interest and entertainment in every home. 


Elizabethan De Luxe. This excellent recorder drew most favourable comment 
in “ The Gramophone ” review in January. 65 gns. 
Elon JC/20. A new recorder which has already gained great popularity. 
Sonomag Portable. This model represents excellent value at 48 gns. 


The above all include the Collaro 3-speed Tape Transcriptor. 


Walter 303. A light-weight portable recorder at a popular price. Gives excellent 
results at 32? in. speed with attendant economy of running. 39 gns. 


We shall be pleased to demonstrate at our showrooms, or to send further particulars on request. 


PICKUPS and MOTORS 


Without a good pickup and motor good reproduction of records is not possible. 


TRANSCRIPTION MOTORS 
Garrard 301. An outstanding model with variable speed adjustment, as illustrated, 
£26.8.3 (with strobo turntable, £28.0.11) 





58 gns. 


Lenco, with Goldring 500 cartridge. A 
popular unit, variable speed. GL50/4 with 
auto brake, £21.17.10. GL56, without auto 
brake, has pickup lifting device £23.7.0. 


Collaro 2010. With Studio Transcription 
Pickup, £19.10.0. 


QUALITY PICKUPS 


Leak Moving Coil. 
diamond point, arm, transformer, 
£13.16.5. Spare head (78 or LP, £8.3.4). 


Connoisseur, Mk. II Head, LP or 78, 
sapphire, £4.19.11 ; with diamond, £9.8.6 ; 
arm, £3.1.5. 


Goldring 500 ; Variable reluctance. Turnover cartridge, LP and 78 sapphires, £3.9.6. 


Super 500/MSD, LP diamond, 78 sapphire, Mumetal shield, £9.16.0. Arms L56, £3.9.6 
or Transcription Arm TRI, £11.13.6. 


Elac Miratwin. A new turnover cartridge of unique type. ‘“‘ Ranking with the best 
moving coil types,” Says Percy Wilson, Gramophone, Feb. 9 gns. 
Fits LS6 arm (as Lenco units), BJ shell, etc. 


With one head, 





- 
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NORDYK UNIT 
CABINETS 


Showing a Gram 
Unit abovea 
Record Unit, with 
plinth. Also 
Speaker Enclosure 
with contemporary 
wooden legs. 





GRAM UNIT houses tape deck or popular gram motors, including 
Lenco and Collaro Trans., amplifier and some radio tuners as well, 


£5.19 6d. 
RECORD UNIT accommodates up to 150 records, including 12 in, 
LPs in sleeves or albums, £4.17.6d. 


SPEAKER ENCLOSURE for 8 in. or 10 in. speaker units, Tygan 
at front, £5.17.6d. 

All units in light oak, medium mahogany or walnut. 
Ebonised plinth, 9/6d. Wooden legs, 32/6d. Contemporary metal 
legs, 24/-. Part carriage each unit 5/- in U.K. 


This Record 
Business 


Q.M. Record Service started some years ago. 
It has grown vastly, has improved with experi- 
ence. It has achieved and will maintain the 
lead in this field. Space does not permit detailing 
of all its merits ; our July and August 1955 





Gramophone advertisements did so at some 


length under the heading we use above. We shall 
be glad to send you a copy on request with current 
record lists. 


Q.M. were the first to offer “‘ FACTORY FRESH 
RECORDS ”, and inspected, unplayed records without 
equivocation. 


Q.M. were the first to give protection by Polythene bags 
to LPs and 45s—even before the record makers, D.G.G. 
excepted—** GARDISK ” Spells Protection for Factory 
Fresh Records—our advt. *‘ Gramophone’’, June, 1955. 


We make no. specious claims to “24 hour” or “by 
return” dispatch. These cannot be other than mis- 
leading in our view. During recent months supply 
conditions have often made prompt fulfilment of orders 
impossible (due solely to manufacturers’ inability to meet 
enormous demand). We do provide a service now the 
more prompt with improving supplies of records. 





FINE SPEAKERS 


Goodman's “‘Axiom 150”—an outstanding 12in. 
unit, £10.15.9, in “* Sherwood” cabinet, mah. 
veneer, £30.14.9: oak veneer £31.15.9. Add 
“*Trebax”’ Tweeter £6.4.0, XOS000 £1.19.0 for 
Dual Speaker System. 


Two speaker choices both high in per- 
formance, the one somewhat high in cost, 
the other surprisingly low. Space forbids 
full description of the Goodmans 3-way 
Speaker System described by Mr. Wilson in February “ Gramo- 
phone” and highly commended by us also. At small expense the 
R.G.A. Sound Services ‘** Controlled Q” Reproducer gives from 
12 gns. a performance out of proportion to that low cost. 





Our Showroom is open for demonstrations daily 
9.30-6. Friday 1.30-9. Closed Monday 
Only 20 minutes from Charing Cross by 
Northern Underground or Bus 26, 134; 
137 to Tufnell Park Station. 








Quality Mart 


8 DARTMOUTH PARK AVENUE 
LONDON, N.W.5 





GULliver 1131 
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»-- the world’s most advanced portable gramophone 





% 


B04 6-9 TripLeE-FOuR 


® four speakers © four controls © four speeds 


The E‘A‘R Triple-Four has gone from success to success. Acclaimed by experts 
and the public alike, this magnificent new reproducer demonstrates once again 
how careful research and development by specialists in the gramophone field 
can not only supply exactly what is wanted . . . but even anticipate the exacting 
demands of the record enthusiast. 

To appreciate the achievement which the E’A’R Triple-Four represents in the 
field of sound reproduction, hear it play a record you thought you knew. 


The Triple-Four has been approved by the Council of Industrial Design for exhibition 

- the Design Centre, London, W.1. ; 
An outstanding example of British craftmanship and originality of design, the 
Mag = og has also been accepted for exhibition at yy U.S. World Trade Fair, 
w York City, April 14-27th, 1957, and at the Milan International Fair, April 


in 21th, 1957. 

The E-A-R Triple-Four incorporates ALL these features : 

@ E-A‘R four tage six watt ©@ Floodlit control panel @ Collaro or Garrard auto-— 
push-pull emplifier changer with manual position 

and high compliance turn- 
over pickup. 

@ Independent Bass and Treble @ Four Permanent Magnet @ Four Valves: Mullard EF86; 
boost controls and volume speakers, with Crossover ECL82 ; ECL82; EZ80. 
control, Network: Bass, 10° x 6” © Cabinet of original E-A'R 

intermediate, 7” x 4 design with concealed Speaker 

@ Input Sdoaw Switch for LP, Treble, two 4". Extension vents and gilt fittings. Attree- 


78 and Radio or Tape. socket provided. tive colour combinations. 





Triple-Four is a record reproducer of the highest quality, the result of 
continuous E-A-R technical development. The four loudspeakers provide 
even distribution of sound, and the original case design, with concealed 
speaker vents, is particularly effective as a sound chamber. 


36 gns. 


There are other E-A-R models at prices 
ranging from 17} gns. to 60 gns. 





The symbol of Leadership in Gramophones 


Hear the E-A’R Balanced High Fidelity and standard 
ranges at your Dealer, or write for details : 


ELECTRIC AUDIO REPRODUCERS LTD. 


The Square, Isleworth, Middlesex 
Cables : Eargram, Isleworth, Hounslow. Phone : HOUnslow 6256-8 
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THE L/P RECORD LIBRARY 
CATALOGUE AND HAND- 
BOOK is the only comprehensive 
SELECTIVE catalogue published, listing 
only records recommended by 
the critics. 


Besides a complete list of nearly 
3,000 different L/Ps already available — 
to members, also included are sections 


Gi 


? 






@ A Basis for a Record Collection 
(A short list of 100 recommended L/Ps) 













@ FULL DETAILS OF HAVE 
RETURN OF POST _ YOU BOUGHT @ The Care of Long Playing 
YOUR COPY OF Records 


LIBRARY SERVICE (U.K. only) 





(I/- per week each L/P THE - @ The Reproduction 
borrowed) are L/P RECORD LIBRARY of Long Playing 
included. (CLASSICAL) | , Records 








CATALOGUE AND HANDBOOK 















SEND FOR SEND FOR 
(For Library (For Library 
nen details without FO R 9 5 6 ” 9 5 7 details without on 
Catalogue, please Catalogue, please 
NOW send s.a.e. 24d.)  'T COSTS ONLY 3/ m= POST FREE send s.a.e. 23d.) NOW 
or (50 cents U.S.A.) 
FROM 


THE LONG PLAYING RECORD LIBRARY, SQUIRES GATE STATION APPROACH, BLACKPOOL, LANCS 








Available again—with New Chapters 


Your lucky Number? | HI-FI for 
PLEASURE 


A Guide to Playing 
and Equipment 


by Burnett James 


Introduction by strR COMPTON MACKENZIE 


In: this highly successful little book, 
now available again in a new revi 
edition, Burnett James tackles the 
ee, . practical problems of getting the best 
Pee i from your records. He does not 
P.S.—When you ring, why not ask for our monthly list of records ? It gives iis % : hesitate to mame a wide range of 
you all the new recordings from ail the companies, and we send it post free He Aa bade specific components, and there are new 
to any address on earth. chapters on electrostatic speakers and 
stereosonic tapes. This book, at less 
than a third of the price of an LP record, 
may save you pounds. 
‘This book is what we have all been 
waiting for, and I have nothing but — 
praise for it. You will find it tells you 
everything that you want to know.’ 


When you are on the track of a rather elusive record, 
try ringing SLOane 9001 and you may be lucky. 
Our stocks are large and our buying shrewd. If the 
record isn’t in stock we'll do our damnedest to get it 
for you very quickly (we are the scourge of our 
suppliers!). Incidentally, you'll find the well-known 
charm and efficiency of our assistants as apparent on 
the telephone as in the shop. 





%4 All LP Records are sent post free to addresses in Great Britain 


The Gram@phone Shop 





RECORDS GRAMOPHONES RADIO “ ee 
TELEVISION TAPE RECORDERS 2nd REVISED EDITION : 10s 6d net 
130 SLOANE STREET, LONDON, S.W.1. (SLOane 9001) At your dealer, bookseller, or 


Come by bus (11, 19, 22, 46, 137) or Underground to Sloane Sq., Station 
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LAWRANCE COLLINGWOOD 





conducts the Royal 
Philharmonic Orchestra 
at the Royal Festival Hall 
on March 3rdina 
programme which will 
include the English Scene 


from his opera ‘‘Macbeth”’ 


The GRAMOPHONE 
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He conducts the London Symphony 
Orchestra in this recording of Overtures 
by Brahms and Schumann... 


TRAGIC OVERTURE 
Op.81— Brahms 


ACADEMIC FESTIVAL OVERTURE 
Op.80— Brahms 


OVERTURE, SCHERZO & FINALE 
Op. 52— Schumann PMC 1024 


LAWRANCE COLLINGWOOD 274 London Symphony Orchestra 


PAELLOF BFROnN s:E: 


3831/3 r.p.m. Long Playing Record 


THE PARLOPHONE COMPANY LIMITED, RECORD DIVISION, 8-11 GREAT CASTLE STREET, LONDON, Ww.) 











Complete with 
sensitive 
microphone 


Don’t decide on a tape recorder 
till you’ve seen 


PHILIPS RECORDERGRAM 


Model AG 8106 
Made in Holland 


ono a vow high price L 
only 


62... 












Before you choose aed tape recorder be 
certain to hear the Philips Recordergram 


Major. Why ? Because it costs only 62 gns. - 


yet just look at all its advantages : 


@ Choice of two tape speeds; the slower speed 
allows three hours’ performance to be 
recorded on one tape. 

@ Extremely high quality of reproduction at 
either speed. 

@ Accurate programme indicator. 

@ Easy mixing of speech and music 

@ ‘“ Magic Eye’’ control indicates correct 
recording level. 


@ Good modern design with simple 
push-button controls. 

@ Remarkably light in weight and easily 
portable. 

e@ The price includes a highly sensitive 
microphone. 


@ Optional extras include a useful stop-start 
switch to facilitate editing. 


PHILIPS ELECTRICAL LTD 


Musical Equipment Department 
Century House - Shaftesbury Avenue - London WC2 
(PR420) 
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LEARN ANOTHER LANGUAGE 
JWUOE 


,.. INTRODUCE UNIQUE 
CONTINENTAL METHOD 
TO BRITAIN 





HIS MASTERS VOICE 
MARCONIPHONE. ete 

















Preliminary and Advanced courses in 
ASSiMil. wy: poor 
THE EASY Eivele WAy: ITALIAN 
SPANISH 
In three months you can learn a new language—without the drudgery 
of learning by heart. Assimil Books, Assimil Records, or, ideally a GERMAN 
combination of both, bring you a thoroughly practical and satisfying RUSSIAN 
means of home study. 
iat 
TI 
Send for details of the world’s quickest method of learning a language. ‘ 
E.M.1. INSTITUTES LTD. | gi 
[(Sole British Distributors of Assimil) ne 
Dept. A314, 10 Pembridge Square, London, W.2. BAYswater 513! | » 
or H.M.V. Showrooms, 363 Oxford Street, London, W.! MAYfair 1240 (MAR) AS34 : 
P 






THE LONDONZ 


iy Y 
Yj 4, 








will be the most comprehensive public demonstration of 








Yyyy 


Yy 





High Fidelity equipment ever staged in this country. | 

The growing demand by the discriminating public for music 
in the home akin to what they hear on the concert platform 
has forced great technical advances in sound reproduction. 


All leading manufacturers will be exhibiting and demonstrating 
under domestic conditions, the latest developments in audio 
equipment. 


Lovers of music of all types, if they are true to their enthusiasm 
should hear for themselves how exactly and faithfully their 
favourite passages can be played back to them. | 


COMPLIMENTARY TICKETS AVAILABLE FOR EACH DAY* 
FROM YOUR RADIO, MUSIC OR GRAMOPHONE DEALER. 
iF YOU HAVE ANY DIFFICULTY SEND STAMPED 
ADDRESSED ENVELOPE TO: 
Exhibition Office, 42 Manchester Street, London, W.1 
(*stating day required) 





The 
LONDON 
AUDIO FAIR 1957 
will be held at the. 
WALDORF HOTEL 
Aldwych, W.C.2. 
on 
Friday 12th 
Saturday I3th 
Sunday 14th 
Monday [5th 
APRIL 


Il am. until 9 p.m. 
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MODEL A720 


The A720 embodies all 
the high quality features 
for which Trixette 
gramophones are re- 
nowned, with circuit 
refinements ensuring that 
it is the highest fidelity 
gramophone in its class. 


Price 42 gns. inc. P.T. 











tele A720 


— THE GOLD MEDAL MODEL 


Here is something to be really proud of—the Trixette A720 

See and hear our 2 roducts has received the only Gold Medal to be awarded to a British 
APRIL | gramophone at the California State Fair in San Francisco. 

i? .33...14 <8 The standards which have for many years distinguished the 
+ Trixette—an unremitting attention to quality in design and 
a constant awareness of the music-lover’s requirements—are 


pont tran those which together make these instruments the preferred 
ag Ny ee choice of the discriminating listener. 


THE TRIX ELECTRICAL CO LTD 


MAPLE PLACE TOTTENHAM COURT ROAD LONDON wW.! Tel.: Mus. 5817 Grams.: Trixadio Wesdo London 
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Clendisc, Dust Bugs, Fredorec Record Pads. What on 
earth is all this about? And the answer is vital— 
Record Care! This, the age of ‘‘ High Fidelity,’’ ex- 
tended range, of quality, demanding an inaudible back- 
ground. Your precious Record Collection needs infinite 
care. Clendisc Record Cleaner, preserver, anti-static 
agent, is being used by Record-Lovers all over the world. 
It has stood the searching test of time and proved itself 
beyond all measure the finest and best obtainable. It 
is used, too, in Museums, Art Galleries, for Objets d’art, 
in Aeroplane Factories—in fact, anywhere where delicate 
surfaces need its protective care ; especially, too, for 
ridding them of static electricity. The Dust Bug is the 


Clendisc 3/9 and 6/- (large size). 


RECORD CARE 


ideal method of applying Clendisc to a Record. Made 
for each other, you may say. Fix a Dust Bug to your 
Gramophone now. It will work incessantly for you— 
just apply a few drops of Clendisc to the plush pad of 
the Dust Bug. Finally, always wipe your Record with 
the wonderful Fredorec Record Pad impregnated with 


Clendisc. Just rinse the Fredorec in 2 pints of warm . 


water, adding two teaspoons of Clendisc Record Cleaner. 
Squeeze out superfluous water, leaving Fredorec just 
damp. Here, then, is the answer to Record Care. You 
will keep your valuable Record Collection in miint 
condition. Isn’t it worth while ? 

FRED SMITH. 


Dust Bug 24/6. Fredorec Record Pad 3/2. 


Available from all good Gramophone Dealers or direct from 





RIMINGTON VAN WYCK 42 


CRANBOURN STREET WC2 
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Made for each other... 
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SPECIALISTS IN LONG-PLAYING RECORDS AND EQUIPMENT FOR THEIR REPRODUCTION 
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OXFORD 
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@ Every make of record stocked 

@ H.M.V. and Columbia tape records 

@ Every type of Standard Record Reproducing Equipment 
@ Personal recording service 


@ ‘Tape to disc” transfer service 


-SOUND SERVICE! 


@ Wide choice of foreign records 

@ Language courses @ Sound effects records 
@ Help yourself “Browserie” 

@ Personal Export Service for overseas visitors 


@ Radio, Television and Space Heaters 


“HIS MASTER S VOIGE Showrooms 
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The ‘ CARLTON’ 


EXTRA FEATURES—NO EXTRA COST 
* Greater Sensitivity 
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SUPER HIGH FIDELITY THIS YEAR 


The TSL Concert SOUNDCORNER 
can bring this to YOU! 


: Specially designed for the modern home the pleasing lines of the TSL Concert 


Soundcorner blend with any decor. Placed high against the wall in the top 
corner of any room no living space is stolen and it becomes completely unobtrusive. 


A BRAND NEW EXPERIENCE IN LISTENING. 


BALANCED AND MATCHED SPEAKERS To obtain perfect tone and true reproduction 
the TSL Soundcorner incorporates two laboratory balanced and matched speakers. The Lorenz 
LP215 concert speaker as the bass unit has a frequency range of 35 cycles to 12,000 cycles per 
second and is coupled by a High Pass filter to a Lorenz LPH65 the plastic cone treble unit with a 
frequency range of 2.000 to 17,000 cycles per second. By the use of two perfectly matched speakers 
and High Pass filter inter-modulation distortion is completely eliminated. 

ACOUSTICS The TSL Concert Soundcorner is a scientifically designed electro-acoustical 
enclosure making use of the natural damping qualities of the normal walls of any room. This 
combination is based on a calculated mathematical-acoustic formula. 

STEREOPHONIC REPRODUCTION The low cost of this unique reproducing system 
brings the ‘ new ’ listening within the reach of all audio fans. Fed by twin channel outputs, two 
TSL Soundcorners mounted in opposite top corners of the one wall bring ideal stereophonic 
reproduction into your home. 


TWO DESIGNS 


* Heavy duty oversize speech coil 


* Super high flux ALNI magnets 
of extremely heavy design 


The ‘‘ CARLTON ” TSL Concert Soundcorner finished in mirror polished furniture walnut of 
medium colour. : 
The ‘‘ WALDORF ’”’ TSL Concert Soundcorner contemporary gold style frame with modern 


+ Permanently flexible tygan plastic finish of a neutral shade. 


damped cone 
*% Longer magnetic path 
* Super strength rigid design 
frame 


self - 








TECHNICAL SPECIFICATION 

Dimensions : 27’ high x 24” wide at top x 114” at bottom. Overall depth from 
Front to Back: 6’. Impedance at 800 cycles: 4.5 ohms. Frequency range: 
from 35 to above 17,000 cycles. Peak Power loading: up to |5 watts. Normal 
Power loading: 10 watts. Voice Coil Diameter: Bass Unit I”. Voice Coil | 
Diameter: Treble Unit 34”. Magnet weight: 28.5 ozs ALNI (extremely high 
efficiency magnetic alloy bass unit). Magnet weight: 5 ozs ALNI (extremely high 
efficiency magnetic alloy treble unit). | 
PRICE: The **‘ CARLTON ” Concert Soundcorner £13,16.3 (including P.T.) 
; Complete with two speakers and high pass filter. 

The “ WALDORF ” Concert Soundcorner £13.46.3 (including P.T.) 

Compiete with two speakers and high pass filter. 


All TSL SUPER HIGH FIDELITY products may be purchased from your usual Radio Dealer or 
Music Shop. If you have any difficulty in obtaining these Audio Masterpieces write to us direct. 


Fully illustrated comprehensive mu!tipage Catalogues are available and will be gladly sent to you. 


*% Sealed-in air gaps 
* Greater Frequency range 


* All parts specially treated with 
anti-corrosion proofing 























WE BELI E VE the specifications alone prove the TSL laboratory designed HIGH STABILITY 
pe AMPLIFIER to be a leader in its field on the basis of fidelity, technological know-how and 
Uke: eae economy. This is a professional amplifier and is the ideal complement to any high quality tuner 
or loudspeaker—just made for the music lover. 


TECHNICAL SPECIFICATION 


Frequency Response : Overall response 20 to 35,000 cps. (Flat within approximately + | dB relative to response level at | kc/s. from 40 to 20,000 
cps.) Output: 4 watts maximum. Choice of 3 or 15 ohm impedance by switch.- Total harmonic distortion less than 1%. Inputs: Coaxial 
Socket No. |. Input sensitivity 40mV for full output. Coaxial Socket No. 2. Input sensitivity 250mV for full output. Coaxial Socket No. 3 
Pick-up via corrector circuit. Hum level: Better than 65dB below full output. Valves: 4, B9A (Noval) type EF86, EF86, EL84 and EZ80. 
Negative Feedback : 20dB from secondary of output transformer. Mains: 200/250V A.C. 30 watts. Controls: (1) and (2) Independent bass 
and treble with extremely wide range, cut and lift. (3) Combined volume and on/off switch. (4) 4 position input selector switch for (a) and (b) 
tuner, or recorder inputs, (c) 78 rpm records, (d) LP records. 

FINISH : Control panel: Black and gold scratch resistant plastic. Cabinet : Hand made bonded multi-ply mirror polish finish medium oak 
veneer ; cabinet front, as contrast, finished light oak veneer. Indicator: Ruby pilot indicator lamp. Control Knobs : Continental style gold 
and brown. DIMENSIONS: Width II} inches. Depth 7§ inches. Height 6} inches. 


* PRICE COMPLETE WITH CABINET r= prestrain Soa ee ne asaeaeaemwewweaqs ® 
SOS eat engaet te OF: ) HUDSON HOUSE, 63 GOLDHAWK ROAD, LONDON, W.12, ENGLAND. 


Please forward your illustrated catalogues of the TSL Concert SOUNDCORNER and TSL 
HIGH STABILITY AMPLIFIER to 





“ ‘T.$.L. High Stability Amplifier 





Manufactured and exclusively distributed throughout the world by:— 


TECHNICAL SUPPLIERS LTD., 


HUDSON HOUSE, 63 GOLDHAWK ROAD, 
LONDON, W.12, ENGLAND. 
Telephone : SHEPHERDS BUSH 2581/4794. 
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AND BEETHOVEN 


By DENIS MATTHEWS 


|S the summer of 1939, under the gathering 
clouds of war, Toscanini conducted the 
B.B.C. Orchestra for the last time. He gave 
us the nine symphonies of Beethoven and 
crowned them with two unforgettable per- 
formances of the Missa Solemnis, with-its final 
“Dona nobis pacem, pacem”’ acquiring a 
poignant significance. He was then seventy- 
two, and when the war came many of us 
despaired of hearing him again in person. 
But in 1946 he returned to Europe as full of 
vitality as ever, and after two ill-fated 
projects London finally welcomed him 
(thanks to Walter Legge and the Philhar- 
monia Orchestra) in his 86th year, for two 
concerts of Brahms. ‘I expected the fire 
and the brilliance, but hardly the 
humanity ”’, said a friend of mine who had 
known Toscanini mainly through his 
American recordings. This was rather a 
shattering remark, but it contained a half- 
truth: the ideal Brahms Third we heard in 
London was not preserved in the N.B.C. 
record made in New York a month later. 
This is far from being a generalisation, but 
it prompts the question: has the gramo- 
phone provided a worthy memorial to 
Toscanini’s art? And there I waver, 
feeling grateful that so much has survived 
and yet unhappy that some of the later 
recordings should represent him to posterity, 
often incomparable performances masked 
by execrable recorded quality. This cannot 
be said of Falstaff, Otello, the Verdi Te Deum, 
or the Enigma Variations, to mention only a 
few of the glories. But the Beethoven series 
is a problem. When I visited him on Lago 
Maggiore in 1949, Toscanini said quietly 
and humbly, “I am so ashamed to be 
old”. And, especially in the Beethoven 
Symphonies he revered, the hopeless quest 
for perfection led to occasional signs of 
impatience and frustration. The unique 
quality was always presént in abundance, 
but it sometimes seemed to protest at age. 
The tniracle remains that Toscanini could 
preserve this fire and summon the physical 
strength, but he was possessed and trans- 
formed by music. During my visit the 


Director of the Scala arrived to discuss two 





concerts the maestro was to give in Italy. 
A frail old man became a living flame. 
The “* unique quality ’ derived from an 
astonishing blend of fervour and intellect, 
of humility and personal magnetism. His 
memory was fabulous: he heard the entire 
score, and through bending the orchestra 


to his will he was able to project it, so that ° 


under his direction a symphony or an opera 
lived a complete organic existence. He 
showed us time and time again the advan- 
tages of finding the basic pulse or heart-beat 
of a movement, his ear for texture had the 
effect of making a myriad details clear and 
integrated without any suggestion that they 
were being “ brought out”, and his sense 
of line enabled the listener to grasp their 
relation to the larger purpose of the whole. 
These and many other of his attributes may 
be covered by the universal word “‘musician- 
ship” in its highest degree: to call them 
Italian or Mediterranean seems to me 
fortuitous. At one time Toscanini’s country- 
men rebuked him for his strictness with 
their own music and called him a Kapell- 
meister,’ while at the same time many 
Germans spoke patronisingly of his perform- 
ance of Wagner’s I Maestri Cantori. But in 
the early nineteen-twenties Klemperer 
hailed this “Italian”? Meistersinger as a 
model, describing Toscanini as king of 
conductors, legitimacy personified, and the 
ideal representative of objectivity. If the 
Nurembergers became Florentine nobles to 
some ears, Can we regret it since so much of 
the latent genius of Wagner’s score was 
revealed in the process ? Wagner was more 
than a great German composer, and to the 
neutral observer he became more universal 
than ever through Toscanini’s classical 
approach. And if this is true of Wagner, 
how much more so of Beethoven ! 

My own love of Beethoven was awakened 
by hearing Furtwangler perform the Fifth 
Symphony in 1931, and quickly fostered by 
exploring a piano version of the symphonies 
and by the slow acquisition of records. I 
bought these “for the music” and was 
blissfully unaware of subtleties of interpreta- 
tion, not that the catalogues offered much 





choice in those days. But in 1935Llistened toa 
broadcast of the Seventh, in which the music 
appeared to generate itself with irresistible 
momentum and authority, displaying its 
argument in a clearer and more vital way 
than I had ever heard it. In the Allegretto 
I noticed the beauty of two perfectly balanced 
singing lines where the counter theme begins: 
I was also aware that the second violins had 
entered with the original. The Trio of the 
Scherzo was a shock to tradition, duly 
registered by the critics’ seismographs—not 
a Pilgrims’ Hymn, but assai meno presto ; and 
the Finale’s vitality was tremendous because 
its rhythm was so firmly held and its inter- 
play of counterpoint so keenly articulated 
and thrown into relief. These are youthful 
impressions which I still retain. But the 
sense of having heard a work as a self- 
contained whole was the greatest impact of 
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Toscanini’s first visit to the B.B.C. At that 
time he had shunned recording for six years, 
but in 1936 he preserved the essentials of 
that Seventh during his final season with the 
New York Philharmonic-Symphony, a 
supreme performance now transferred to LP 
in America. But my fibre-needle days were 
doomed, and ors of modest gramo- 
phones looked with fear into the future. No 
one yet dreamt of the horrors of Studio 8-H. 

This was Toscanini’s first recording of 
Beethoven, discounting the two odd move- 
ments (the finales of the First and Fifth) 
which he had included in the earliest 
sessions of all, pre-electrics dating from his 


1920-1 American tour with the Scala 


Orchestra. Apart from an isolated 1926 
disc, the next vintage had been 1929, 
including the Clock and the Haffner with the 
New York Philharmonic-Symphony, records 
still to be treasured despite their age and 
some controversial freedom of tempo in the 
Haffner, later put right by the much sterner 
Toscanini of 1946 but with a less Mozartian 
result. Even in Mozart the symphonist 
, there is an element of chamber-music, as of 
‘several minds at play. He lived before the 
age of the autocratic conductor, scarcely 
required him, and sometimes wilted in his 
presence. Toscanini, rebelling against the 
prettified style of Mozart-playing, was most 
revealing in the fugue of the Jupiter Sym- 
phony and the solemn parts of Cauberflite. 
With Beethoven, dynamic from the start, 
the case is different: his music demanded 
the autocrat. 


Judging from records alone, the period 
with the New York Philharmonic-Symphony 
Orchestra which ended in 1936 was 
Toscanini’s finest. The orchestra made a 
maturer sound than the N.B.C. was able to 
achieve for many years, and the wind- 
playing was more distinguished ; they gave 
public concerts and were largely free from 
the subtle tyranny of the acoustically- 
treated studio and the microphone. Tosca- 
nini still had one foot in Europe, where he 
was always more relaxed, at Bayreuth, 
Salzburg, and in London. But the Seventh 
is all that remains of the Beethoven per- 
formances, noble and titanic, and not for 
those who look to it for lightweight charm 
and grace, for genial country-dancing, or for 
a second Pastoral. Fortunately Toscanini’s 
subsequent visits to the B.B.C. yielded 
recordings (made in Queen’s Hall) of the 
Pastoral itself, the First and Fourth Sym- 
phonies, and Leonora No. 1. Here, as befits 
all these works, dynamism and architectural 
perfection go hand-in-hand with warmth 
and affection, and though the B.B.C. was 
not a virtuoso orchestra of the American 
standard it had its own qualities of richness 
and sonority. It also had at that time 
Thurston, MacDonagh, Camden, and 
Aubrey Brain to enhance the wind-band 
in the Peasants’ Merrymaking. Toscanini 
always brought the wind forward in sound, 
and read Beethoven’s piano as a fairly 
robust one, justifiably since mp and mf did 
not exist in the symphonies and pp was 
common—as in the opening pages of the 
Fourth, which moved with slow but in- 
evitable rhythm towards the outburst of the 
Allegro. This never sounded more dramatic, 
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yet it was devoid of theatricality and false 
nuance: Toscanini never made “effects” 
for the moment, but he identified himself 
with the score and seemed to recapture the 
composer’s fire of creation. This may be 
superhuman, but is it inhuman to achieve 
this illusion, as some have suggested ? I 
agree with the late W. J. Turner, who said 
to me after one of the Queen’s Hall concerts, 
** The phenomenon is that through Tosca- 
nini’s fire and integrity we are confronted 
with Beethoven ! ” 

These last sentences will cause groans 
from the opposite camp (the “ subjective ” 
school who described Toscanini as a human 
metronome), but what cannot be denied is 
that most of his performances had an inner 
truth and consistency which to some extent 
baffled criticism. During his B.B.C. visits 
we had hoped for an Eroica recording, but 
when it arrived from America at the 
beginning of the war it proved a mixed 
blessing. Samuel Chotzinoff has told the 
story of the formation of the N.B.C. 
Orchestra and of Toscanini’s somewhat 
reluctant return to New York. But the idea 
of the N.B.C. broadcasts appealed to him 
and the lasting association produced an 
enormous number of recordings. The Fifth 
had already warned us, but the opening 
chords of the Eroica proclaimed the worst : 
this was a dead studio without resonance, 
and a mockery of the glowing opulence of 
sound we had remembered. Having said 
this, the early N.B.C. records are invaluable 
as documents because (ironically) the per- 
formances were not always equalled when 
recording conditions improved: one need 
only cite the elemental building-up of the 
double-fugue in the Funeral March. A 
partial explanation of this major artistic 
catastrophe is that the sound was a few 
degrees better on American equipment, and 
it seemed also that Toscanini obstinately 
stuck to Studio 8-H in Radio City because 
of the clarity of sound from his own 
vantage-point. : 

One hears much talk about the defects of 
his virtues, but had Toscanini been capable 
of compromise he could scarcely have 
realised such an Eroica or Ninth as he did, or 
subjugated prima donnas to his view of the 
composer’s will in the world of opera. He 
saw the work as a whole and everything had 
to fit into this conception. Concertos 
therefore became unusual experiences: in 
the Violin Concerto with Heifetz the 
significance of the “‘ accompaniment ”’ is a 
revelation, especially when the orchestra 
happen to be playing a main theme, 
though the recording is of the worst vintage. 
I must just mention the maestro’s rare 
excursions into the realm of chamber- 
music, despite the cries of the enraged 
purists who had tolerated Weingartner’s 
Hammerklavier and even encouraged the 
playing of the Grosse Fuge with full strings. 


' Who is the ultimate arbiter ? The Scherzo 


from Op. 135 is not only a technical tour de 
force, but truer to the letter of the score than 
most quartet performances. Neither this, 
nor the later-recorded Septet, is suggested as 
a model for others to copy, however. 

The up-to-date hi-fi discophile will be 
impatient by this time, but these earlier 
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recordings are such an important part of ou: 
heritage that it is to be hoped LP version: 
will be made available here, as in America. 
Many musicians (to the dismay of the 
technicians) are more concerned wit): 
artistic values than frequencies when the 
question of choice arises, and Casals has 
remarked that for all their shortcomings he 


even preferred the sound of pre-electrics. 


However, Toscanini re-recorded the sym- 
phonies between 1949 and 1952, approving 
a Second and Ninth to complete the cycle. 
(The Ninth, along with Beethoven’s other 
great testaments to mankind—Fidelio and 
the Mass—will be discussed in a later 
article.) As one man’s revelation of the 
universal quality of Beethoven, of the 
elemental strength allied to perfect logic 
which characterises the symphonies, this 
legacy is unique. Other conductors’ versions 
are available which reveal different qualities, 
some of them more distinguished instru- 
mentally and many of them more agreeably 
recorded. Had this series been made in 
Toscanini’s sixties instead of his eighties, 
the pulse of the slow movements in particular 
would have been more relaxed and yielding. 
A more spacious recording, as in the B.B.C. 
pre-war discs, would have dispelled the 
illusion of hardness, so unrepresentative of 
the resilient sforzati which Toscanini’s 
curving sweeps of the baton produced in the 
concert-hall. In any case, to be brought 
thus face to face with such intensity of 
passionate dedication is not an experience 
for casual repetition. One may question 
what may be learnt from Toscanini’s 
example, since every artist must be true to 
himself and to some extent find his own 
solution to problems of interpretation and 
technique. But one thing may be inherited: 
the ceaseless quest for truth, and devotion 
to the composer. 


(To be continued) . 





CLASSICAL LP CATALOGUE 


The next edition of THz GRAMOPHONE 
CrassicAL LP CaTALocuE will be on sale 
later this month. A new feature of this 
Catalogue is the inclusion of an Index of 
Titles of those works which cannot con- 
veniently be classified under composer. 
This Index lists alphabetically traditional 
music, folk-songs, works by unknown com- 
posers and a number of works of lighter 
music performed by artists whose reputation 
lies mainly in the field of serious music. 

The March edition gives full details of 
releases in the last quarter and of the 
numerous deletions which have been made 
by Capitol, Columbia, Argo and Nixa. 

The Catalogue is on sale at most record 
dealers, price 3s. 6d., or 3s. 10d. post free, 
from General Gramophone Publications, 
Ltd. 49 Ebrington Road, Kenton, Middlesex. 
The annual subscription for 4 issues, direct 
from the publishers, is 14s. post free. 

This Catalogue lists every Classical 3334 
and 45 r.p.m. disc issued in this country 
since June 1950. 
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HIGHLIGHTS FROM ‘‘ CAVALLERIA RUSTICANA’’— Mascagni 
Siciliana: O Lola ch’ai di latti 

Regina Coeli, laetare; Voi lo sapete, 0 mamma 

No, no, Turidiu; Mamma, quel vino é generoso 

Maria Meneghini Callas, Giuseppe di Stefano, Ebe Ticozzi 


HIGHLIGHTS FROM ‘‘I PAGLIACCI’’— Leoncavallo 

Prologue: Si puo 

Act 1— Un tal gioco— Don Din— Qual] fiamma— 
Ballatella: Hui! Hui! Stridona lassu— Sei 1a? 
Recitar! Vesti la giubba 

Act 2—No! Pagliacci non son 

Tito Gobbi, Maria Meneghini Callas, 

Giuseppe di Stefano, Rolando Panerai 

BOTH WITH Orchestra and Chorus of La Scala, Milan 

CONDUCTED By Tullio Serafin 

330 X1402 

(Recorded in co-operation with “E. A. Teatro alla Scala,” Milan) 


ALCEO GALLIERA anp THE 
Philharmonia Orchestra 
Death and Transfiguration — 
Symphonic Poem —R. Strauss 
Romeo and Juliet — Fantasy 
Overture — Tchaikovsky 
33CX1528 
Symphony No. 1— Borodin 
Capriccio espagnol — 
Rimsky-Korsakov 
33CX1356 








GEORGE WELDON anp THE 
Philharmonia Orchestra 

stigma wean Ss St. Paul’s Suite— Holst 
you must : London Symphony Orchestra 
ee A Somerset Rhapsody — Holst; 
| als)? geie-> = = Marching Song 




















(No. 2 of ‘Two Songs 
without Words’) — Holst 
3381100 





ee oe ee: ee DAVID OISTRAKH 
aE a Be 3 WITH THE 
Philharmonia Orchestra 
CONDUCTED BY 

Nicolai Malko 

Suite de Concert — 
Sergei Taneiev 
33C0X1390 













COLUMBIA 


33. R.P.M. LONG PLAYING RECORDS 





BATTERIE ET MUSIQUE DE LA 


















PIERRE FOURNIER witi THE GARDE REPUBLICAINE 
Philharmonia Orchestra conducted by FRANCOIS-JULIEN BRIN 
CONDUCTED BY ‘*MARCHING WITH THE GARDE REPUBLICAINE”’: 
Sir Malcolm Sargent La Marseillaise; Le Grenadier du Caucase; 
Salut au 85 éme; Le brave; Sonnez clairons; 
a Défilé de la Garde Républicaine; 
Variations on a Rococo Theme Saint-Cyr (La Galette); 
—Tchaikovsky Trocadéro; Stars and Stripes forever; 
wr National Emblem; Washington Post; 
— El Capitan; High School Cadets; 
The Thunderer; 
Columbia Graphophone Company Limited The Star-Spangled Banner 


Record Division 338X1051 


8-11 Great Castie Street, London, W.1 
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NOW every 
record buyer 
can have 

























The choice of a particular piece of recorded music 





can be extremely hazardous even for the most 

erudite enthusiast. This choice becomes even more 

difficult when a piece has been recorded by two THIS IS 

or three companies, played by various orchestras 

and soloists. ‘THE MONTHLY 
Faults, sometimes in the playing or in the recording - LETTER’ 


are not always immediately obvious. It may take 
two or three playings to detect them and by that ae 


es 
"en sr,, Peng 


time the record may have been purchased. | SSS on, 


This is where ‘ selectivity ’ helps the record buyer, 
in the shape of The Monthly Letter. For 10/- per 


annum (post free) this independent and frank review _ pee Sol - nee sao er 
of new recordings will be sent to his home every sda as Wdinandent and-de tae seston 
month by EMG on every new classical record published. 

The revi ji 
Read opposite what The M onthly Letter can do for south sind tneane anna te seat 9 dh ot on 
you and is already doing for thousands of reader can tell at a glance if the recording 


enthusiasts, then fill in the coupon below with will suit his particular equipment. _ 
Here indeed is the key to selectivity in record 


your order or for a free specimen copy, and post buying. SEND THE COUPON TODAY. 
it right away. We will waste no time in seeing 
that you have your first copy. 





EMG HANDMADE GRAMOPHONES LTD. 


6 Newman Street, W.I. MUSeum 997] 


TO EMG HANDMADE GRAMOPHONES LTD 


Please send me a specimen copy {| 
of THE MONTHLY LETTER 












| enclose 10/- as one year’s subscription 






SEVD THIS COUPON 
TOUAY 







* Tick where applicable 

















March, 1957 





The GRAMOPHONE 


TITO GOBBI 


By NICHOLAS BOYLE 


a HAVE sung ninety-two major and 
thirty-six secondary operatic roles’’, 
thus speaks Tito Gobbi with a bright smile 
playing about his eyes.as he makes this 
astounding statement. 

_ Gobbi, a born actor as well as singer can, 
in a matter of seconds, while explaining, 
live the role under discussion. With charm 
and guile interlaced with sinister move- 
ments of the eyes he is “ honest Iago” 
plotting Otello’s destruction, a moment 
later he is Falstaff beneath Herne’s Oak 
fearfully awaiting the approach of mid- 
night. For Tito Gobbi, the play as well as 
the music, is the thing and he considers one 
of the most important earlier events in his 
career was his singing the role of Wozzeck 
at the Italian premiere of this work in 
Rome in 1942. He subsequently sang the 
part again with the San Carlo Company 
in 1949 and then at La Scala in 1952. On 
the subject of Wozzeck he is most emphatic, 


’ 


and says that to sing and act such a role 
you must know and feel the character until 
you become absolutely identified with it. 
He considers this opera a masterpiece of the 
lyric theatre and a milestone in the history 
of Opera but, he is quick to point out, a 
masterpiece that can never be successfully 
copied. : 

In addition to his operatic career, Tito 
Gobbi has appeared in twenty-six films, 
mostly musical and operatic. The latest 
addition is a completely new version of 
The Barber of Seville, in colour, shortly 
to be shown in this country. As yet, his 
non-musical films have not, in Gobbi’s 
opinion, been a great success artistically 








and he is anxious to act in a film 
under the guidance of a first-class film 
director, somebody of the calibre of an 
Alfred Hitchcock or a Carol Reed. Gobbi 
himself has several ideas and stories which 
would make excellent film scenarios: but 
his interest in films is not confined purely 
to his own. He speaks with glowing 
admiration of Bob Hope and Danny Kaye, 
both of whom he knows personally and 
looks back with pleasure at the time some 
years ago when he was introduced to Bing 
Crosby and was immediately impressed by 
this likeable person. 

For a world-famous baritone who is in 
great demand by all the opera houses of the 
world and who takes such an interest in so 
many varied things, there naturally cannot 
be much time for relaxation; but when 
such a time does come then Gobbi is never 
happier than when he is at his villa in 
Santa Severa spending his spare time 
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painting. Tito Gobbi is not content to 
paint still-life studies, no staid vases of 
flowers or portraits for him, he prefers to 
create a dramatic situation and with a few 
deft strokes of a pencil he sets a scene 
which, for example, might show the 
interior of a ship’s cabin with an empty 
glass, an opened letter and a half-empty 
wine bottle on a table; there would also be 
a chair pushed backwards as if to denote a 
hasty departure. That is the style of 
painting Gobbi enjoys, something in which 
he can impart and evoke an atmosphere of 
life and drama. When meeting Tito Gobbi 
one is immediately taken with his genial 
personality and friendliness together with 
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his delicious sense of fun, especially in 
evidence when he starts to propound his 
own particular ideas for ing the more 
dramatic moments in Italian opera. 
perhaps as much as anything helps one to 
realise his wonderful acting abilities, his 
terrifying and loathsome Scarpia, the 
sinister rough and ready Michele of Il 
Tabarro, and the malice and tragedy of his 
Rigoletto. It is difficult to associate these 
roles with a person possessed of such a 
Sunny nature as Tito Gobbi’s. With an 
almost boyish grin of delight he proudly 
shows off at least a dozen pairs of very 
brightly coloured socks bought when 
staying in London last summer—or on a 
more serious note delves into a newly 
acquired volume on ancient Egyptian 
sculpture and architecture. Meanwhile 
his fourteen-year-old daughter Cecilia, who 
speaks excellent English, wil come bursting 
into the room weighed down with shopping 
saying, *‘ I have bought a thousand things 
for you!” “ Ah!”, smiles Gobbi, as he 
eyes the number of parcels, “* I think London 
shopkeepers must be especially pleased when 
the Gobbi family is staying here—look how 
their business increases ! ” 3 

Returning to Gobbi the singer, sooner or 
later during a conversation with him the 
subject of Verdi is bound to crop up: and 
here, of course, Gobbi really becomes 
eloquent, especially with regard to the 
later operas—Falstaff particularly. This 
operatic tour de foice was, in Gobbi’s 
opinion (and here, of course, he echoes an 
almost universal opinion of many), Verdi’s 
greatest achievement and, taking a pencil 
once more, he proceeds to draw this time 
a chemical retort over a burner. ‘“ Here,” 
says Gobbi, as he sketches in the bubbling 
liquid, “‘ are Aida, Forza, Rigoletto, Traviata; 
Otello, etc., while here” (as he draws in 
the purified ‘‘ end product ”’) “ is a distilla- 
tion which is the consummation of all 
Verdi’s creative genius—Falstaf!”’ Now, 
of course, that he has added this role to 
his recorded repertoire, opera-lovers will 
hold him in greater esteem than hitherto. 

As a student of law, Tito Gobbi went to 
Padua University but decided to abandon 
this career in favour of singing. What the 
world of law lost in an aspiring young 
student the world of music was to eventually 
gain and profit by a thousandfold. 
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LETTER FROM AMERICA 


By HAROLD C. SCHONBERG 


OSCANINI’S death came as no great 

surprise—the maestro, after all, was 
almost 90 years old—but that did not 
alleviate the shock and sorrow of the 
passing. More than a link with the past 
has gone. Up to almost the very end, 
Toscanini was able to infuse an orchestra 
with his particular vitality. He was no 
anachronism on the podium. It is one of the 
Toscanini paradoxes that this man, who 
disliked most modern music and whose 
repertoire was almost completely con- 
ventional, was one of the most modern of 
the great conductors. That is, he was 
never an exponent of the Victorian 
tradition, with its mannerisms and 
exhibitionism. I am sure that if we heard 
Nikisch today, or Muck or Mengelberg, 
we would be mildly horrified at the 
liberties they took with the music. I am 
equally sure that Toscanini, even at the 
turn of the century when Nikisch, Muck 
and Mengelberg were at their height, con- 
ducted very much the same as he did in 
1950, with an objective (though of course 
deeply emotional) clarification of the notes 
at hand. Nobody (to continue the Toscanini 
paradox) was more of a showman and at 
the same time less of a showman than this 
fiery little Italian. Nobody displayed more 
of a selfless devotion to music, and nobody 
threw himself more into it. 

He died with a Victor Toscanini release 
newly on the market and an additional 
one—a complete Aida—scheduled for 
March. As is well known, he spent the last 
years of his life going over broadcast tapes, 
discarding some, approving others for 
eventual release. Aida was the last tape 
upon which he worked. It was also the 
occasion of the last time he picked up the 
baton. In 1954 he assembled the N.B.C. 
Symphony for a single session ; he wanted 
to correct several passages before passing 
Aida for release. (Aida also was the opera 
he had conducted at his début in Rio de 
Janeiro some sixty years ago. Thus came 
the wheel full circle.) 

The current Victor release is a two-disc 
Verdi set dominated by the fourth act of 
Rigoletto. This Rigoletto excerpt has been 
recorded from tapes taken from a Red Cross 
concert in Madison Square Garden on 
May 25th, 1944. In the cast are Leonard 
Warren, Zinka Milanov, Jan Peerce, Nicola 
Moscona and Nan Merriman. It may 
occasion some surprise to note that Milanov 
is the Gilda—Milanov of the opvlent 
dramatic soprano, here singing in the 
plenitude of her prime. But the fourth-act 
Gilda is a long way from the Caro nome 
Gilda, and Milanov prodigally pours her 
voice into one of the greatest fourth acts in 
music. The other princij .ls are in fine 
voice. Yet, as invariably happens in cases 
like these, the star is Toscanini. This 
recording is a long way from hi-fi, but who 
cares ? Other music in this album includes 
the Chorus of Slaves from Nabucco (broad- 
cast of January 31st, 1943), the Qui, Posa il 


Fianco trio from I Lombardi (with Della 
Chiesa, Peerce, Moscona; January 24th, 
1942), the Forza del Destino Overture 
(November 10th, 1952), the Luisa Miller 
Overture and (with Peerce) the Quando le 
sere al placido from Luisa Miller (both 
July 25th, 1943), the dances from Otello 
(March 13th, 1948) and the Hymn of the 
Nations (from the O.W.I. film of 1943). 

How many more Toscanini releases will 
be forthcoming from Victor is anybody’s 
guess. Victor says that it is up to the 
Toscanini estate to determine what can be 
released in the future. Fortunately the 
maestro’s son, Walter, is on good terms with 
Victor. In any case the public demand for 
Toscanini interpretations probably will be 
so demanding that enormous pressure will 
be put on the Toscanini estate. My feeling 
is that Toscanini will be represented on 
records for some time to come. 

Those interested in baroque music will be 
pleased to know that Vox is continuing its 
elaborate series of albums in that sphere. 
Two have just been released—both elabor- 
ately packaged three-disc sets with fiercely 
comprehensive annotated booklets by Joseph 
Braunstein. One set is devoted to the twelve 
Concerti Grossi (Op. 1) by Locatelli, with 
Dean Eckertsen and the Musici Virtuosi di 
Milano. The other contains eighteen 
Concerti for Flute and Strings by Vivaldi. 
The flautist is Gastone Tassinari; the 
orchestra (no conductor is given) is also the 


.Musici Virtuosi di Milano. Both albums 


are fine examples of smoothly recorded 
string sound. The Locatelli works are 
serious, dignified and beautifully assembled : 
baroque workmanship at its best. In the 
Vivaldi, music breathes a much more 
dynamic and personal composer. Admir- 
able additions to the discography, these. 
Vox also has a Beethoven Ninth, and the 
distinction here is that the entire work is 
contained on one disc. The third move- 
ment has a break in the middle, but there 
are no cuts. However the recorded sound 
is a bit muffled. The grooving must have 
been very tight. Horenstein is the conductor 
of the Vienna Pro Musica; the chorus is 
the Musikfreunde ; the singers are Lipp, 
Hoengen, Patzak and Wiener. On the 
whole a good but not exactly memorable 
performance. Another company to attempt 
a mammoth LP disc is Vanguard, who 
brings Mario Rossi and the Vienna State 
Opera Orchestra together for all the 
Slavonic Dances by Dvorak. To get the 
sixteen dances on one disc, Vanguard has 
had to drop many of the repeats. All the 
notes are present, but the spirit is stream- 
lined. Not, in short, an unqualified success. 

Both of the Brahms piano concertos are 
newly recorded. No. 1 in D minor is on a 
Capitol disc with Rudolf Firkusny and the 
Pittsburgh Symphony conducted by William 
Steinberg. This is an accomplished reading 
—supple, elegant, rather slender, pre- 
dominantly lyric. On an Epic disc is No. 2 
in B flat with Alexander Uninsky and the 
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Hague Philharmonic under Willem van 
Otterloo. After a curiously tentative 
opening, Uninsky settles down to some fine 
work. No great personality comes through, 
but the taste of the playing, the accurate 
pianistics and the excellent collaboration 
between pianist and orchestra combine to 
make this one of the preferred readings on 
LP. Westminster too has a concerto disc, 
this one devoted to Rachmaninov. Yakov 
Zak and a Russian orchestra conducted by 
Kiril Kondrashin are heard in the Fourth 
Concerto and the Rhapsody on a Theme by 
Paganini. Zak sounds like a fine pianist—a 
non-thumper with a big technique, plenty 
of control and a spacious line. A piano 
concerto disc from Vox, with Felicja 
Blumenthal and the Musici Virtuosi di 
Milano under Luigi Toffolo, has three 
unusual items—the Villa-Lobos Bachianas 
Brasileiras No. 3 (carefully cultivated 
barbarism, sophisticated primitivism), 
Albeniz’s Spanish Rhapsody (with an 
orchestral part restored by Enesco ; routine 
virtuosity with La Folia hovering in the 
background) and the Saint-Saéns Wedding 
Cake (waltzy, fluffy, amusing). Blumenthal 
plays energetically, but she obviously is a 
pianist with little flexibility. 

One of the fruits of Victor’s rapproche- 
ment with Decca has just been issued. Fritz 
Reiner (a Victor conductor) leads the 
Vienna Philharmonic (Decca) in Strauss’s 
Death and Transfiguration (about the dozenth 
LP version) and Till Eulenspiegel (the 
sixteenth or so) on a Victor LP. Good 
performances follow, as one might expect, 
but it is hard to work up much enthusiasm 
for so hackneyed a coupling. Victor’s other 
current releases are in the British catalogue 
—the Sargent-directed Beggar’s Opera and 
the Gobbi-Mas-Prandelli J/ Tabarro. The 
London disc of Wesendonck songs, with 
Flagstad in superb voice, also is out in 
England ; and the Bruckner Fifth, in a fine 
interpretation by Knappertsbusch and the 
Vienna Philharmonic, is by now, I suspect, 
also on the London shelves. 


Among recent Epic discs is a disc of music 
by Manuel de Falla—the Nights in the 
Gardens of Spain (with Eduardo del Pueyo 
as pianist) and El Amor Brujo (with Corinne 
Vozza singing the’ contralto part), both 
with Jean Martinon and the Lamoureux 
Orchestra. There is something to be 
desired in the sound of the orchestra, but 
the rhythmic verve of the interpretations 
compensates for a lack of ultimate finesse. 
Epic also has a recording of Tansman’s 
Isaiah the Prophet (Radio Philharmonic 
Orchestra, Choir of Hilversum, conducted 
by Paul van Kempen), a symphonic 
oratorio composed in 1950 in a sort of 
latter-day impressionism. 


Both of Brahms’s ’Cello Sonatas are well 
played on a Westminster disc by Antonio 
Janigro and Paul Badura-Skoda ; and the 
first two of Brahms’s Violin Sonatas are 
clearly played on a Vox disc by Aaron 
Rosand (a young American violinist) and 
Eileen Flissler. Capitol has the Hollywood 
Quartet in Schubert’s Death and the Maiden: 
a taut, expert interpretation that sounds a 
little bleak. William Primrose makes his 
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PIANO MUSIC IV: OUT OF DOORS : 9 LITTLE PIECES - 10 SIMPLE PIECES - 3 BURLESQUES - ALLEGRO BARBARO—Bariok 


SYMPHONY IN C MAJOR (JENA)—Beethoven 


Saxon State Orchestra, Dresden, conducted by F RAN zZ K ON WITS CH N Y 


SYMPHONY NO. 3, F MAJOR, OP. 90—Brahms 
Berlin Philharmonic Orchestra conducted by EUG EN J os CHU we 


THEME AND VARIATIONS (FOUR TEMPERAMENTS) SYMPHONIC METAMORPHOSES ON THEMES BY WEBER—Hindemith 
Berlin Philharmonic Orchestra conductedby PAUL HINDEMITH 


VIOLIN CONCERTO NO. 2, D MINOR, OP. 22—Wieniawsk} 


Gewandhaus Orchestra, Leipzig, conducted by Franz Konwitschny 


VIOLIN CONCERTO, E MINOR, OP. 64—Mendelssohn 


BASSOON CONCERTO, Bb MAJOR, K.191 * 6 PRAGUE GERMAN DANCES, K.509 + 2 MARCHES, K.335—Mozart 


? 


Salzburg Mozarteum Orchestra conducted by Ernst Marzendorfer 


MILLER VARIATIONS AND FUGUE, OP. 100—Reger 


Berlin Philharmonic Orchestra conducted by PAU L VA N K E Mm Pp E N 


HEHERAZADE, OP. 35—Rimsky-Korsakoff 


SC 
Radio Symphony Orchestra of Berlin conducted by F E Re EN Cc r RI Cc & AY 


KREISLERIANA, OP. 16 ETUDES SYMPHONIQUES, OP. 13—Schumann 


WILHELM KEMPFF 


CLOSING SCENES FROM “GOTTERDAMMERUNG ” AND “SIEGFRIED ”—Waener 
ASTRID VARNAY - WOLFGANG WINDGASSEN 


Orchestra of the Bayerischer Rundfunk conducted by Herman Weigert 


Lachen und Weinen—Schubert + Dein blaues Auge * Standchen—Brahms 
The Nursery—Mussorgsky 
Das verlassene Magdlein 


Auf dem Wasser zu singen 
An eine Aeolsharfe 


Dorfszenen—Bartok + Standchen—sSrrauss 
Begegnung— Wolf ERIK WERBA, Piano 


Live Recordings made at Public Performances 
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debut for Capitol on a disc devoted to 
Bloch’s Suite for Viola, Suite Hébraique and 


Meditation and Processional. ‘These knotty 
works are eagerly engaged by Primrose. 

The most interesting piano disc of recent 
months has been supplied by Vox. It 
contains the first book of Debussy Préludes 
played by Guiomar Novaes. Part of the 
interest is due to the fact that Debussy 
seldom figures on Novaes’ programmes. 
Her interpretations are unusual—amazingly 
flexible, dainty, sensitive, sparing of pedal 
effects. Her conceptions are entirely 
different from Gieseking’s, and entirely 
convincing in their own right. From Vox 
also come powerful readings by Friedrich 
Wuehrer of Beethoven’s last three piano 
sonatas. Westminster is continuing its Bach 
organ series with Carl Weinrich. Vol. IV, 
just released, contains the Toccata and 
Fugue in D minor, the Toccata in C and 
the Passacaglia, all played in a clear and 
rather pedantic manner. A more attractive 
Westminster offering is that of Pergolesi’s 
Il Maestro di Musica, with Swedish singers 
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and the Drottningholm Theatre Chamber 
Orchestra under Lamberto Gardelli. Such 
stylistically accurate, fresh-sounding singing 
is not encountered every day. 

British readers are familiar with the 
Mapleson cylinders which the International 
Record Collectors Club has repressed on 
two discs. They are among the most 
fascinating memorabilia of recorded sound. 
The latest I.R.C.C. disc is devoted to 
Geraldine Farrar, in commemoration of the 
fiftieth anniversary of her debut at the 
Metropolitan Opera (November 26th, 
1906). This ten-inch disc has a brief 
spoken introduction by Farrar (who lives 
in Ridgefield, Connecticut) and a group of 
arias she recorded in Berlin between 1905 
and 1906. The transfer is superb, with 
surfaces greatly reduced. The singing is 
sparkling, youthful and brilliant; and 
metrically it is very accurate—something 
not invariably true of Golden Age singers. 
A disc like this only cements the sad point 
that some of us younger vocal aficionados 
were born a half-century too late. 





BEETHOVEN'S VIOLIN SONATAS 


By ROGER FISKE 


TH appearance of all the Beethoven 
violin sonatas recorded by Heifetz (with 
Moiseiwitsch at the piano in the ““Kreutzer”’, 
and Emanuel Bay in the other nine) is an 
event of importance in the musical world ; 
it hardly needs saying that Heifetz is one of 
the really great violinists of our time, and 
our own generation and generations to come 
will want to know how he played these 
works. He has come to them comparatively 
late in life as far as recordings are con- 
cerned, and the “ Spring ” sonata was the 
only one to appear on 78s in this country 
(1950), being available in America on an 
LP. This same year, the first two sonatas 
were also available in America on LPs, and 
the C minor followed soon after; the 
“Kreutzer”? (with Moiseiwitsch) was issued 
here in 1953, covering two sides of an LP. 
The remaining five sonatas seem to have 
been recorded more recently, though they 
have been on sale in America for'some time. 
In the only two cases which I can check, the 
“ Spring ”’ and the “ Kreutzer ’”’, the new 
discs seem to be identical with the old, 
except that the quality may be slightly 
improved, and it is unlikely that Heifetz has 
re-recorded any of these sonatas for the new 
issue. In spite of their wide date span, these 
recordings are remarkably alike in quality, 
and though the balance varies a little, it is 
generally satisfactory, and superior to that 
found on the Menuhin-Kentner set. This 
last (also H,M.V.) appeared between 1953 
and 1956. The only other set available here 
is the excellent one made by Fuchs and 
Balsam for Brunswick (1954). In addition 
Schneiderhan and Kempff have recorded 
Nos. 1, 2,8 and 9 (D.G.G.), and Francescatti 
and Casadesus Nos. 3, 4 and 9 (Philips) ; 
these players are probably in the throes of a 
complete cycle. Tragically Rostal and the 
late Franz Osborn recorded only Nos. 4, 7, 


8 and 9 (Decca). I shall not attempt to 
compare all the different versions in what 
follows. 

Almost any violinist would give his ears 
to be able to control his bow as Heifetz 
does. It will do whatever he asks of it, and 
sometimes it is sad that he does not ask of it 
what he should. Though he has at his 
fingers’ tips the most celestial singing tone, 
he will not play slowly ; adagio means slow 
to every other violinist in the world. Do 
Beethoven’s slow movements bore him at 
their proper tempo? Is he embarrassed 
when unable to display his technical 
mastery ? The defects of most violinists are 
remediable, if at all, only by the most 
laborious means. But how easy, one thinks, 
to turn these intermittently superlative 
performances of Heifetz into consistently 
superlative ones by just saying to him, 
** Beethoven’s adagios do not go like that ; 
they go much slower, and how beautifully 
you could play them much slower”. 
Perhaps there is more to it than that. 
Nevertheless a slower tempo would be a 
help, and to make clear the need for it, 
here are some figures, representing crotchets 
a minute in adagio slow movements: 
Op. 24 (“Spring’”’)—Menuhin, 35 ; Fuchs, 
42; Heifetz, 54. Op. 30, No. 2—Rostal, 
38; Menuhin, 44; Heifetz, 56. The 
adagio of the Op. 96 sonata would yield 
similar figures. Such variations would be 
unthinkable in the slow movement of a 
Beethoven symphony. : 

The second thing amiss with these records 
is the pianist. Mr. Bay is very able. He has 
plenty of technique, though not so much 
that one would wish to hear him tackle the 
“Kreutzer”, and he is an admirable 
accompanist. That indeed is his trouble ; 
he is altogether too much of an accompanist. 
When he has to lead off in a slow movement, 
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he does so with diffidence, not glorying in a 
chance to assert himself, but seemingly 
anxious for the great man to come in and 
take the unaccustomed responsibility off his 
shoulders. It is very revealing to switch toa 
Francescatti-Casadesus and hear the differ- 
ence when a pianist is in the driving seat. 
But all the pianists mentioned above have 
more authority than Bay, and his displace- 
ment in the “‘ Kreutzer ”’ by Moiseiwitsch 
makes one wish this great pianist had been 
chosen for the other sonatas as well. But it 
may be that Heifetz prefers Bay’s un- 
obtrusive style ; certainly he does little to 
efface himself when the tune is on the piano. 
In the middle movement of Op. 30, No. 3 
in G, a long minuet-style piece, he plays 
the first eight bars as though he thought the 
violin has the tune, and, as the Duke of 
Wellington might have said, a violinist who 
would believe that would believe anything. 
And it is not the balancer’s fault. 

But generally speaking the virtues of these 
discs far outweigh their defects. Heifetz’s 
smooth liquid tone is a constant enchant- 
ment. He can strike fire from the rock in 
Beethoven’s raging allegros, and in a slight 
piece like the opening of the second sonata 
in A he can make the music dance with a 
nimble gaiety beyond the powers of other 
violinists. And nothing is too difficult for 
him. I should add that Emanuel Bay, with 
no very positive virtues, has no very positive 
defects either, and he is nearly always steady 
and reliable. 


Vol. 1 : Sonatas, Op. 12, No. 1 in D and 
No. 2in A. H.M.V. ALP1422. 

The first sonata is an unqualified success. 
Heifetz plays the finale, which he takes 
faster than his rivals, with delicious lightness. 
Repeats in the variations, but none in the 
first movement. (Most first movement 
repeats are made in this set.) Heifetz’s per- 
formance of the first movement of the 
A major is one of the joys of these records, 
but his tremendous speed, both here and in 
the finale, sets his unfortunate pianist some 
desperate and insoluble problems. Semi- 
quavers are a scramble, and Bay occasionally 
covers up behind the sustaining pedal ; and 
no wonder. Heifetz takes the finale at 90 
bars a minute to Schneiderhan’s 66, and it 
is hard to believe they are playing the same 
piece. Though much too fast, Heifetz 
makes the loveliest sounds, happily in- 
different to the fact that triplet arpeggios 
are unplayable on the piano at this speed. 
There appears to be a tape join twelve bars 
into the slow movement. 


Vol. 2 : Sonatas, Op. 12, No. 3 in E flat 
and Op. 23 in A minor. H.M.V. 
ALP1423. 

Philips get these two sonatas on to a ten- 
inch disc, and it is a good one. Casadesus 
manages the display passages in the first 
movement of the E flat with much more 
dexterity than Bay, and in the slow move- 
ment he and Francescatti achieve the 
required mood of absolute calm more 
convincingly than Heifetz and Bay, notice- 
ably at the recapitulation, where Heifetz 
** digs” on the first note of each accom- 
paniment figure. Only Menuhin does 
wstice to the great sigh in descending 
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crotchets near the end of this movement. In 
the finale Heifetz is steady, and it is 
Francescatti and Casadesus who rush. 
Heifetz takes the first movement of the 
A minor gently, despite its presto marking, 
and for once is much slower than Frances- 
catti or Rostal. But he firmly asserts 
himself at bar 5, seemingly unaware that 
the piano has the tune until bar 8. Frances- 
catti and Rostal make this movement 
sound demonic, which may be right, but 
it is attractive Heifetz’s way. Rostal is 
best in the middle movement, partly 
because he alone ends the little two-note 
phrases staccato as marked by the composer. 
Heifetz, as mentioned before, is inclined to 
dig when phrases start on an off-beat ; this 
is again noticeable in the finale some forty 
bars from the end. But there is some 
beautiful playing. 


Vol.3 : Sonatas, Op. 24 in F (“Spring”’) 
and Op. 30, No. 1 in A. H.M.V. 
ALP1424. 

Frankly Heifetz’s ‘‘Spring’’ sonata is not 

a success. That the quality and balance (a 
shade too much violin) are slightly below 
the other recordings in the set may reflect 
the standards of a previous decade ; there is 
less excuse for the unfeeling and over-fast 
performance of the first movement and the 
almost ludicrous tempo of the adagio. The 
scherzo is excellent, but the finale again 
sounds hurried and unsympathetic. But the 
A major sonata is very good indeed, better 
recorded, better balanced, and much better 
played. The slow movement is especially 
lovely, even if Heifetz does not quite linger 
on the final bars as he surely should, and the 
finale is only marred by his making no 
attempt to differentiate between the piano 
chords and the forte ones ; other violinists 
manage this easily enough. Even so, this is 
one of the best performances in the set. | 


Vol. 4: Sonatas, Op. 30, No. 2 in 
C minor, and No. 3 in G. H.M.V. 
ALP1425. 

A splendid disc. The first movement is 
superbly managed, and Heifetz’s fiery 
animation rouses Bay to an unexpectedly 
virile display. The adagio is played allegretto, 
but even so, by sheer legerdemain, Heifetz 
almost convinces one that this is a possible 
tempo. The very military scherzo (the 
whole sonata is full of trumpet and drum 
effects) calls for precise playing, and gets it 
on this disc, but in the finale Heifetz chooses 
a tempo within his own powers but not 
within those of his pianist ; Bay has a very 
unhappy time in the difficult development 
section, and never once plays the triplet 
that comes in bar two and elsewhere cleanly. 
At a slower tempo Rostal and Osborn 
draw more grandeur from the music ; and 
how beautifully Osborn plays the start of 
the slow movement. In the G major, 
Heifetz and Bay give the best available 
performance, despite Heifetz’s refusal in the 
middle movement to allow Bay to dominate 
when he has the tune, and in the outside 
movements they make Schneiderhan and 
Kempff on the recent D.G.G. disc sound 
very tame by comparison. As might be 
expected, the moto perpetuo style of- the 
finale suits Heifetz admirably. | 
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Vol. 5: Sonatas, Op. 47 in A 
(* Kreutzer’) with Moiseiwitsch 
(piano), and Op. 96 in G with 
Emanuel Bay (piano). H.M.V. 
ALP 1426. 

Several previous recordings of the 

“‘ Kreutzer ” have been criticised for turn- 
ing over inconveniently in the middle of the 
variations. By some stroke of a magician’s 
wand, H.M.V. have solved all problems by 
compressing a recording which previously 
took two sides onto a single side. No other 
company has managed this before, and the 
economic advantages offered by this new 
disc are considerable. I thought I detected 
a very slight loss in quality towards the end, 
but nothing serious, and no repeats have 
been cut. (There never was a repeat in the 
first movement.) This version was reviewed 
in these columns in 1953, and there is no 
need for me to say more of this brilliant and 
virtuoso performance than that I think it 
very good indeed. There seems to be a 
certain amount of what I take to be tape 
noise, but it did not interfere with my 
enjoyment of the music. The G major 
sonata on the back is unfortunately not 
very well balanced. Throughout these five 
records the violin is apt to predominate, 
and ‘this usually seems to be due to the 
internal balance of the players, but in this 
final sonata Bay has been given no chance of 
achieving equality. The performance is 
further marred by Heifetz’s fast and super- 
ficial account of the adagio, and his inter- 
preting allegretio in the finale as though it 
were allegro ; in consequence he misses the 
gentle wayward mood of these variations. 
But the first movement is a joy, light and 
delicate and immensely charming. I have 
not said enough of the charm with which 
this violinist’s fiddle can sing ; it irradiates 
the whole set, and if I taught the violin, I 
would insist on all my pupils hearing these 
discs again and again, partly in order to 
learn how not to play certain movements, 
but mainly to acquire an ideal at which to 
aim in the remainder. 





EDITORIAL NOTES 


Flagstad’s “ Alceste ” 
A Danish reader has very kindly sent me 


. some information about the versions of 


Gluck’s Alceste in which Flagstad has sung. 
The Metropolitan Opera performances, in 
English, consisted of the French version with 
her part complete, some cuts being made 
elsewhere. She has also sung this version in 
German but never in French. She chose 
the Italian version (that is the original form 
of the opera) for the Third Programme 
broadcast as she is more familiar with the 
Italian than with the French language. 
My correspondent tells me that there is 
to be a Danish broadcast of the opera on 
April 14th in’ which Flagstad will sing in 
Norwegian, the rest of the cast in Danish, 
a “Scandinavian” translation in fact. 
While on this subject I should like to add 
that the few patches of “ fading ” I men- 
tioned on the Decca discs of the opera were, 
an official of the company tells me, nothing 
of the kind but “asides”; for which 
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Flagstad turned away slightly from the 

microphone in order to make them more 

realistic. Having no score these effects were 

lost on me, but I am glad to be able to 

correct the impression that there were any 

technical faults in this excellent recording. 
. A.R., 


The World’s Encyclopaedia of Recorded 
Music. Supplement III. Sidgwick 
& Jackson. 8 gns. 

This Supplement, a continuation of the 
very valuable, and Herculean, labours of 
F. F. Clough and G. J. Cuming, covers the 
years 1953 to 1955 (but down to March 
1956 for all English issues and reissues and 
certain other important issues and reissues) 
and includes, in an Appendix, a summary of 
pre-recorded tapes that, as far as the 
authors know, fall within their period. 

They point out, in the foreword, that this 
period “‘ may fairly be described as that of 
the greatest and most valuable extension of 
the recorded repertory ever known”’, but 
note that “a surprising proportion of the 
listed new issues has had (in mid-1956) its 
brief day in the country of origin, and has 
fallen back into the obscurity of an “ un- 
available”? or even definitely deleted 
category, while still awaiting or receiving 
further circulation abroad, or even reissue 
at home ”’, 

So fluid a situation makes it impossible 
to incorporate “ non available’? markings 
in this volume. In the next few years the 
authors expect fewer new issues and 
relatively more reissues; the latter prospect 
will be welcome to many. 

That the present volume contains nearly 
ten pages of errata, corrigenda, and addenda 
to the previous two volumes is an indication 
of the difficulties confronting the authors, 
magnified by the poor, or non-co-operation 
of some, even, of the largest and most 
reputable makers, but alleviated by the help 
(here gratefully acknowledged) of many 
readers. 

There is a summary of R.C.A. Victor's 
record numbering methods and on this 
subject we shall all agree that it would be a 
wonderful simplification if some system 
could be devised for the international 
currency of record numbers. ; 

Historical records are shown by H in 
the composer entries and are also sum- 
marised in the Anthologies section under 
Vocal Reissues. 

Finally, in regard to layout, the method 
of Supplement II is followed almost 
exactly. The tabulation of numbers fully 
or partly recorded in The Sleeping Beauty and 
Swan Lake now occupies two whole pages as 
against a quarter page each in the first 


volume of WERM. 


There is no question of criticising such 4 
volume as this. The huge enterprise has 
fully proved its worth and deserves the 
fullest support, while all who use it can help 
the authors, as has been mentioned, by 
pointing out any errors, etc., discovered. 
My small contribution, on a superficial 
examination, is to correct the initial of the 
editor of English Medieaval Carols, which 
should be J. and not D. Stevens. ; 

There are probably good reasons why 10 
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BARTOK 

Music for String Instruments, Percussion 

and Celesta 

Sonata for Two Pianos and Percussion 

Charlotte Zelka and Alfred Brendel, pianos 
Gustav Schuster, Roland Berger, Rudolph 
Minarich and Heinrich Zimmermann, percussion 
Pro Musica Orchestra, Stuttgart (Reinhardt) 


1-12 in. record 39/74 PL 9600 
BEETHOVEN 

Concerto for Piano and Orchestra No. 2 in 

B flat, Op. 19 


Concerto for Piano and Orchestra No. 3 in 
C minor, Op. 37 


Friedrich Wihrer, piano 

Pro Musica Orchestra, Stuttgart (Davisson) 
1-12 in. record 39/74 PL 9570 
MOZART 

String Quartet in A, K.464 


String Quartet in C, K.465 (‘‘Dissonant’’) 
The Barchet Quartet 
1-12 in. record 39/74 PL 9820 


PALESTRINA : 

Missa Papae Marcelli 

Missa Assumpta Est Maria 

Pro Musica Choir, Vienna (Grossmann) 

1-12 in. record 39/74 PL 10020 


RAVEL 

Miroirs 

Menuet sur le Nom de Haydn 

Le Tombeau de Couperin 

Vlado Perlemuter, piano 

1-12 in. record 39/74 PL 9230 


AVAILABLE MID-MARCH 





1 
333 r.p.m. 
High Fidelity 
Long Playing 


Microgroove Records 


Complete catalogue from your dealer or from 
VOX PRODUCTIONS (G.B.) LTD. 


23I OXFORD STREET, LONDON, W.1 








Comment... 


SCHUBERT 


Sonata in E, ‘‘Funf Klavierstucke” (D.49) 
Sonata in F minor for Pianoforte (D.625) 


FRIEDRICH WUHRER, piano PL 9800 


** Wihrer continues his entirely admirable series 
of the Schubert piano sonatas, playing, as before, 
with sustained poetic insight, fresh and delicate 
tone, alert rhythms, and a score of little interpret- 
ative touches which present the delightful music in 
its most attractive light.”’ 


THE GRAMOPHONE, February, 1957 


Other Schubert Sonatas recorded by Wiihrer: 


Sonata in B flat for Pianoforte (D.960) 
Sonata in A minor for Pianoforte (D.784) 
PL 8210 


Sonata in B for Pianoforte (D.575) 
Sonata in C minor for Pianoforte (D.958) 
PL 8420 


Sonata in A for Pianoforte (D.664) 
Sonata in G for Pianoforte, ‘‘Fantasia’’ (D.894) 
PL 8590 


Sonata in A for Pianoforte (D.959) 
Sonata in A minor for Pianoforte (D.537) 
PL 9130 
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You need to be able to live with your high fidelity equipment as 
well as listen to it. 

This RCA New Orthophonic High Fidelity speaker system uses 
advanced acoustical design to give a liveable size with clean 
aesthetic lines which will harmonise with any furnishing scheme. 
The system uses a ported bass reflex type enclosure including the 
exclusive RCA acoustic curtain damping feature. The special 
arrangement of the triple speaker assembly ensures even sound 
distribution to all parts of your room with perfectly balanced bass 
and treble response. This instrument with its great sensitivity 
captures those elusive elements of sound which make for 
completely natural reproduction. The RCA Loudspeaker is the 


The above photographs show alternative 
arrangements of the same RCA New 
Orthophonic. Loudspeaker. The plinth 


latest addition to a complete range of perfectly matched High shown is a separate unit. Speakers can be 
Fidelity units designed for studio quality, radio and gramophone be ad ae ae 


reproduction in the home. Send for further details. required. 











F/M TUNER TRANSCRIPTION DECK PRE-AMPLIFIER MAIN AMPLIFIER 


RCA GREAT BRITAIN LIMITED (DEPT. HFP), LINCOLN WAY, WINDMILL ROAD, SUNBURY-ON-THAMES, MIDDLESEX. TEL: SUNBURY-ON-THAMES 3102 
é (An Associate Company of Radio Corporation of America) 
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the summarised Vocal Reissues some discs 
are merely listed as Famous Italian Tenors, 
Spanish Tenors, Echoes of the Golden Age of 
Opera, Eight Famous Basses of the Past, etc., 
with operas from which items are sung, but 
not names of the singers, which is unfor- 
tunate. In this section I note no less than 
twenty-four LP discs made by Lotte 
Lehmann and pupils under the general title 
Recorded Lessons in the Art of Song Interpretation, 
on which I do not remember reading any 
comment. It should be a valuable series. 

The basic WERM volume with Supple- 
ment I is available at 5 gns. and Supplement 
II at £2 10s. 

I must end with a tribute to the publishers 
for, as previously, the beautifully clear 
printing of this volume. A.R. 
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ORCHESTRAL 
BEETHOVEN. Romances for Violin 


and Orchestra : No. | in G major, 
Op. 40; No. 2 in F major, Op. 50. 
Igor Oistrakh (violin), Gewandhaus 
Orchestra conducted by Franz Kon- 
witschny. D.G.G. EPL30246 (7 in., 


16s. 84d.). 
Heifetz, R.C.A., Steinberg (4/55) 7ER5035 
Francescatti, S.0., Morel _ (10/55) ABE10003 


Ferras, Hamburg P.O., Ludwig (4/56) TM68043 
Beethoven’s Romances seem to be among 
those pieces which one never hears in the 
concert hall, but which prove irresistible to 
recording artists. This is the seventh micro- 
groove version, and the third EP—a format 
which the works might have been tailored 
to fit. Igor Oistrakh’s account of them is 


not interesting: he plays in a fairly blank, 
imperturbable way, with well-nourished 
tone. The orchestral sound is dull, and the 
solo line stands away from it too much. 
Oistrakh takes the G major Romance more 
slowly than Heifetz—not much in it so far 
as tempo goes, yet just enough to make one 
wonder if the piece is ever going to end. 
The well-shaped, fine-drawn Heifetz per- 
formances stand up well to their twelfth 
playing or so, and continue to give pleasure. 
D.G.G. have labelled both the G major and 
the F major as “ No. 1 ”’. A.P. 


BEETHOVEN. Symphony in C major, 
“ Jena’. Saxon State Orchestra, 
Dresden, conducted by Franz Kon- 
witschny. D.G.G. DG17077 (10 in., 
29s. 64d.). 

This recording must surely take a prize 
for excessive “‘empty hall’ resonance— 
though competition is keen these days. The 
final chord of the first movement hangs 
about for roughly four seconds, which is a 
great deal, and, indeed, the whole perform- 
ance is clouded with resonance. You can 
hear what is going on, for it is otherwise a 
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forward and clear recording, but every loud 
quick passage has its background of “hall”. 
Concert conductors often have to put up 
with such conditions when they visit towns 
that have no better hall, but why anyone 
making a gramophone record should accept 
it, I cannot imagine. 

The symphony itself, so called because it 
was discovered at Jena, is very small beer 
indeed and is exceedingly doubtful Beet- 
hoven. The music is mostly so conventional 
and trivial that it seems hardly worth while 
to argue about who did write it (Miss 
Marion Scott suggests Beethoven’s grand- 
father). Yet it is useful to have one 
performance available on record and this 
performance is accurate and well played. 
But I do hope, for my own critical sake, 
that all the other record companies do not 
decide that they now need a “ Jena” in 
their catalogues ! T.H. 


BRAHMS. Symphony No. 3 in F major, 
Op. 90. Berlin Philharmonic 
Orchestra conducted by Eugen 
Jochum. D.G.G. DGM18309 (12 in., 
39s. 74d.). 


Concertgebouw, Szell (6/52) LX T2676 
Halle, Barbirolli (5/53) (H)BLP1015 
V.P.0O., Boehm (12/53) LXT2843 
N.B.C. S.O., Toscanini (10/54) (H)ALP1166 

(2/55) LGX66035 


Hamburg P.O., Keilberth 
N.Y. S.O., Walter (6/55) ABR4081 
Philharmonia, Cantelli (9/56) (H)BLP1083 


BRAHMS. Symphony No. 3 in F major, 
Op. 90. Alto Rhapsody, Op. 53. 
Monica Sinclair (contralto), Mem- 
bers of the Croydon Philharmonic 
Choir, Philharmonic Promenade 
Orchestra conducted by Sir Adrian 
Boult. Nixa NCLI16002 (12 in., 
39s. 74d.). 

Alto Rhapsody : 
Ferrier, L.P.O., Krauss (2/54) LXT2850 
Anderson, R.C.A. S.O., Reiner 
(5/54) (H)ALP1138 

Jochum secures from the Berlin Philhar- 
monic an entirely marvellous quality of 
orchestral playing throughout, rather as 
Furtwangler often did. Every woodwind 
solo is turned with the height of artistry ; 
and every ensemble passage, whether wind 
or string, declares perfection in tone, 
intonation, balance, ensemble, and phrasing 
—an outstanding example the final soft and 
treacherous wind chords, far more difficult 
to play well than many much more 
brilliant-sounding passages. 

But, again somewhat like Furtwangler, 
Jochum shapes this almost incomparable 
material into a highly personal reading of 
the symphony. It is—yet again the com- 
parison stands—very leisurely, though only 
in the third movement does that side of it 
seem to me to be overdone ; principally it 
is in sudden changes of tempo and exagger- 
ated pauses that the damage is done to the 
flow of Brahms’s music. An outstanding 
example of such a pause occurs at the entry 
of the second subject in the first movement ; 
before the strings finally allow the clarinet 
to start on his beautifully sinuous enuncia- 
tion of it the symphony—or even the 
recording process—does really give the 
impression of having come to a dead halt. 

The recording process is as it happens 
uniformly and entirely successful, offering 
in its result beauty and clarity of tone to 
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spare. Yet the nature of Jochum’s reading 
makes it impossible to recommend the disc 
without reservation except to listeners who 
know from experience that they share, or 
could be persuaded to share this view of the 
work, Others, I somewhat reluctantly 
think, might: with advantage turn to 
Cantelli’s ten-inch H.M.V., or, very much 
still in the running, Boehm’s beautifully 
smooth and sonorous Decca. 

The new Boult version is not, I think, 
quite in the class of these three. Here there 
is of course no eccentricity in the reading, 
which is straightforward and effective ; and 
an advantage over most other versions 
(including the new Jochum) is secured by 
making the repeat in the first movement, 
Yet the Philharmonic Promenade Orchestra 
is not quite on its best form. No individual 
plays definably badly; but equally the 
music is handled seemingly with less 
collective affection than Jochum secured 
from the Berlin Philharmonic. And a rather 
harsh toned, though very forward, recording 
tends to exaggerate the defect somewhat ; 
it tends, too, to spotlight, of all instruments, 
the double bassoon, which sings out with 
abandon. In the first movement it comes 
near even to obliterating the famous horn 
solo ; this would not have pleased Clara 
Schumann at all. 

The Third Symphony, however, is not 
the only Brahms on the record, which goes 
on to include a “‘fill-up” of the dimensions 
of the Alto Rhapsody. This is given a most 
acceptable performance, with a forward 
pressure in the central section which throws 
the dignity of the concluding Adagio into 
relief. The choir acquit themselves honour- 
ably in an accompanying task which cannot 
be particularly grateful to choral singers, 
and Monica Sinclair sings with a feeling for 
line, and in tune—an accomplishment not 
to be taken for granted in records of this 
piece. These virtues add up to a most 
welcome performance of the Alto Rhapsody; 
though not quite one to efface memories of 
Kathleen Ferrier’s beautiful record with 
Clemens Krauss and the London Philhar- 
monic. M.M. 


CHARPENTIER. Impressions d’Italie : 
Sérénade (a); A la fontaine; A 
mules; Sur les cimes; Napoli (b). 
(a) Jacques Balout (viola), (b) 
Robert Cordier (’cello), Orchestre 
de la Société des Concerts du 
Conservatoire de Paris conducted 
by Albert Wolff. Decca LXT5246 
(12 in., 39s, 74d.). 

Many composers—among them Mendels- 
sohn, Berlioz, Liszt and Tchaikovsky—have 
been moved to music by an Italian journey. 
Charpentier’s Impressions d’Italie looks to 
Berlioz’s Harold for several sound effects— 
the solo viola which sings the Sérénade seems 
to pay a direct tribute—though the form of 
the work, orchestral impressions cast as a 
suite, derives of course from the numerous 
Scénes of various kinds by Massenet, Char- 
pentier’s teacher. Impressions d’ltalie is 
unlikely to win the wide popularity of 
Espana, chiefly because it is lacking in heady 
tunes and sheer verve. The music is for the 
most part poetic and reflective, and strikes 
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a lively note only in Napoli, the final 
number. 7 | 

It is, however, very well worth hearing, 
chiefly because of the most beautiful and 
unusual scoring. The Sérénade opens with a 
long rhetorical recitative, played unaccom- 
panied by “ numerous ’cellos ” ; the seren- 
ade proper is sung “ off-stage ”’ by solo viola. 
The pungent open-air timbres used in 


A mules (On muleback) are particularly 


enjoyable ; and Sur les cimes (On the heights) 
opens with a magical sequence of luminous, 
oscillating chords, pierced eventually by a 
strong aspiring theme. This delicate, 
beautifully fashioned music is sensitively 
played, and exceptionally well recorded. 


A.P. 
CHERUBINI. “Medea”: Overture. 
Bamberg Symphony Orchestra 
conducted by Ferdinand Leitner. 
MENDELSSOHN. “Ruy Blas”; 
Overture. Berlin Philharmonic 


Orchestra conducted by Ferdinand 
Leitner. D.G.G. EPL30129 (7 in., 
16s. 84d.). 

Nineteenth-century opinion held Medea 
to be Cherubini’s operatic masterpiece ; 
and certainly even now the strength of the 
overture, without which Beethoven’s Corio- 
lanus could scarcely have been written, may 
readily be perceived. As the work is not 
otherwise available, it is all the more the 
pity that this new version of it is entirely 
inadequate, with inferior string playing, a 
constricted recording, and an orchestral 
balance wholly dominated, for some reason 
which passes comprehension, by the third 
and fourth horns. : 

Things are altogether better for the Ry 
Blas overture, of which an alert performance 
is quite well recorded. But many other 
acceptable versions of Ruy Blas are available; 
it is a great pity that of the two overtures 
Medea had to be the casualty. M.M. 


DUKAS. “ L’Apprenti Sorcier ”’. 

SAINT-SAENS. “Danse Macabre”, 
Op. 40. 

SMETANA. “Ma Vlast”: No. 2 
Vitava. N.B.C. Symphony Orches- 
tra conducted by Arturo Toscanini. 
H.M.V. ALP1432 (12 in., 39s. 74d.). 

A Toscanini Anthology—Volume III. It is 
good news that H.M.V. are to issue three 
discs in this series (though why the first to 
appear should be labelled Volume 3 is just 
one of those things that seem to happen in 

the gramophone world). This first one is a 

winner: Toscanini at his incomparable 

best and, what has not always happened, in 
an excellent recording. 

L’ Apprenti Sorcier gets a performance that 
must be the fastest ever. When it started 

I wondered how on earth the orchestra 


would manage the demands for extra speed 


which Dukas sprinkles so liberally in thescore 
later on: but the N.B.C. was some 
orchestra, of course, and they never fail. 
Still, it is odd that a conductor renowned 
for his meticulous attention to composers’ 
markings should take a speed so much 
quicker (about 132, against Dukas’ 116). 

However, you can hardly fail to enjoy 
what happens. The performance is one of 
those astonishing ones so typical of the 
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se ““Considered purely as sound, the issues by Antal Dorati 
ole and his Minneapolis Orchestra on Mercury label continue, 
a J I submit, to set up new standards.’’ 


“9° Charles Reid, News Chronicle 


Antal Dorat! 


sf conducting the Minneapolis Symphony Orchestra 


TCHAIKOVSKY 


The Sleeping Beauty Ballet 


Prologue — The Christening MRL 2524 
ACTI — The Spell MRL 2525 
ACT II — The Vision MRL 2526 
ACT Ill — Aurora’s Wedding MRL 2527 


TCHAIKOVSKY 


The Nutcracker Ballet,Op.71 
MRL 2508 
(Complete — automatic coupling) MRL 2509 








hg eas al i acca 


eh KP, ® 
s' a Wo apthy bh ab 









MEE HEE EE IE 


TCHAIKOVSKY 


“1812” Overture 


Capriccio Italien 
MRL 2514 





RIMSKY-KORSAKOV 


Scheherazade Symphonic Suite, Op. 35 
MRL 2503 
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DISTRIBUTED BY PYE GROUP RECORDS (SALES LTD., 66 HAYMARKET, LONDON, S.W.| 
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GOODSELL Hear these wonderful 
WILLIAMSON 


Power Amplifier 


— amplifiers in conjunction 
with the Musicraft 
F. E. H. ENCLOSURE 









This enclosure, with its small overall dimensions 
and clean contemporary design, sensitivity and 
efficiency at low volume levels, crispness and 

PYE HF 25/25A clarity of tone and unusual sensation of presence, 
Amplifier 


Control Unit represents a masterly combination of all the 


features desirable in a satisfactory horn enclosure. 


LEAK TL/I0 

10 watt Amplifier 
and ‘Point-One’ 
Pre-Amplifier 





QUAD Il 
Control Unit 
and 
Main Amplifier 
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Equipment by the following 
Manufacturers always on 
demonstration. 


Acoustical Pamphonic 
Armstrong Pye 

Goodmans Record Housing 
Goodsell Rogers 
Leak Specto 
Lowther Tannoy 
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REALISM 


\\ OVER THE NINE OCTAVE RANGE 


Here is a simple unit to give life-like repro- 
duction of any type of sound over 9 octaves 
—including the entire musical fundamental 
range with overtones. Home constructors will 
delight in the true tonal quality, the unequalled 
transient and low frequency response and the 
negligible inter-modulation of the G.E.C. 
Metal Cone Loudspeaker. 




































METAL CONE LOUDSPEAKER 49.9.0 


TAX PAID. 


WITH ADDED ‘LIFT’ TO THE MEDIUM UPPER REGISTER 


Taking advantage of the exceptional bass 
performance and smooth response of the metal 
cone loudspeaker, this unit adds “presence” 
to the reproduction of music—brings the sound 
right into the room with you. Specially de- 
signed as an accessory to the loudspeaker, it’s 
a music lover’s *‘ must.” 

















PRESENCE UNIT FOR USE WITH £3.19.6 
THE METAL GONE LOUDSPEAKER TAX FREE 


GEC 


WRITE TODAY FOR DETAILS 


THE GENERAL ELECTRIC CO. LTD., MAGNET HOUSE, KINGSWAY, LONDON, W.C.2. 
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bion—9) » HIGH FIDELITY 


High Fashion . . . brings to people who like to enjoy music in the 
home the need for a high fidelity system which blends with the charm 
and appearance of a favourite room. Now, with the coming of Period 
High Fidelity, existing cabinets can be expertly modified to house one 
or several top-quality high fidelity units. In addition, cabinets can be 
specially chosen or designed for you to match prized and valuable 
furniture. 

On the left is shown an example of a period antique which encloses 
several high fidelity units yet loses nothing of its essential character. 
By mounting high fidelity equipment in the infinitely sturdier and 
seasoned woods of the period-style cabinet, its acoustic properties 
are greatly improved. The result is a rich, distortion-free tone o: 
outstanding quality and fidelity. On the right is a Period High Fidelity 
loudspeaker. 

We shall be pleased to send you on request 
an illustrated leaflet which outlines the scope 
of this service and gives examples of the wide 
range of cabinet styles available, together with 
the name of your nearest High Fidelity Agent. 


Period high Fidelity 
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Sound Reproduction in Fine Furniture 





VISIT OUR SHOWROOMS: 28 SOUTH STREET, MAYFAIR, LONDON, W.I. GROsvenor 4686 
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maestro. It is full of things you had never 
noticed before, yet reference to the score 
shows that he is really doing nothing more 
than giving full point to the composer’s 
directions. How effectively at one place, 
for example, he encourages the cymbal 
player to make the most of those surges of 
sound that suggest so vividly the floods of 
water. The whole orchestral texture is so 
clear, too, while the humour of the moment 
when the broomstick breaks into two and 
matters are made worse for the unhappy 
apprentice has surely never been better 
conveyed. What orchestral discipline, too. 

As one example of so many, the playing of 
the full orchestral chord just before the 
epilogue: it is marked sec and is quite 
astonishingly so. I could go on like this— 
but I will leave it to you. Of course, under 
10 minutes is a ridiculously short side for a 
12-inch LP, but I suspect that the repeated 
playings you will enjoy will quickly remove 
any dissatisfaction you may have felt on 
this score. It isn’t always quantity that 
counts. 

Vitava is a piece I easily find dull, but I 
was Captivated this time, partly because of 
the sharp etching of each of the riverside 
scenes and also because Toscanini never 
forgets that the river is always there, what- 
ever the episode, and its surge is wonderfully 
conveyed, from the vivid flute playing at 
the start (how dull that can be) right to the 
end. I don’t know that even Toscanini can 
make the Danse Macabre captivate me, but 
he does his best ! 


A record not to be missed. 


DVORAK. Symphony No.5 in E minor, 
Op. 95—“ From the New World ”’. 
Vienna Philharmonic Orchestra 
conducted by Rafael Kubelik. Decca 
LXT5291 (12 in., 39s. 74d.). 


T.H. 


N.S. orda (2/52) LXT2608 
Chicago S.O., Kubelik ada Seeas oes 
V.S.O., Horenstein 11/53) PL7590 


Hamburg R.O., Schmidt-Issers 


Philh., Galliera 
Hague P.O., Dorati 
N.B.C. i 


9/54) LGX66007 
sar yar 33SX 1025 


(2/55) ABL3021 
(3/55) (H)ALP1222 
(6/55) DGM18142 
N.S.0., Schwarz (9/55) CTL7099 
-P.S.O. (11/55) WLP20001 


With several excellent performances of 
the New World already recorded it is 
difficult to do more than welcome yet 
another good one. However much ideas 
may vary about the virtues of the conductors 
listed above, one thing is essential, and that 
is a freshness of approach to this much- 
played symphony. Nobody wants just 
another play-through. Some of those listed 
above do not achieve much more. Horen- 
stein, Toscanini, Schwarz and Rodzinski 
certainly do and now Kubelik comes along 
with a performance remarkable for its 
attention to details of the score. His reading 
held my attention easily and I enjoyed it 
right through. I thought the speed varia- 
tions in the first movement a little too wide, 
but that is probably personal taste and I 
found nothing else to quarrel with. A 
sympathetic and engaging performance. 

The playing is excellent, excepting only 
the cor anglais in the famous slow movement 
solo whose tone is not very agreeable and is 
bettered in many other versions. But the 
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brass sound that this movement is 
outstandingly lovely, the best of all. 
Recording is likewise excellent, with two 
very slight reservations. My suspicion that 
the woodwind had been brought a bit into 
the foreground for their long passage in the 
slow movement (after figure 2 in the score) 
was confirmed by hearing a very audibly 
snatched breath after one particularly 
strenuous bit of blowing. From one’s seat in 


the concert hall one does not normally © 


hear players gasping for air! And in the 
Finale the balance is wrong between the 
soft clarinet solo (after figure 3) and the mf 
’cello interjections, perhaps for the same 
reason. 
But these are small things. A very good 
issue, worthy of ranking with the best. 
T.H. 


DVORAK. Slavonic Dances, Op. 46. 
Philharmonic Symphony Orches- 
tra of London conducted by Artur 
Rodzinski. Nixa WLP20013 (12 in., 


39s. 74d.). 
Philharmonia, Malko (21/54) {H)CLP1019 
V.P.O., Kubelik 11/55) LXT5079-80 


This record compares well with the other 
two listed above and slightly surpasses them 
in excellence of recording, which is out- 
standingly good. The orchestral playing 
throughout is admirable. Rodzinski takes 


leisurely speeds in many dances, which is 


no bad thing for their charm does not want 
to be hurried. Yet sometimes one wants 
contrasting vivaciousness, as in the middle 
section of No. 4 where a slight increase of 
speed seems called for. Still, the perform- 
ances are all most enjoyable and No. 8, in 
particular, is really delightful in its dancing 
vitality. 

Where this otherwise excellent version 
does not compete is in value for money. The 
eight dances of Op. 46 are spread over the 
two sides, whereas both Kubelik and Malko 
get the first two of Op. 72 on as well. If 
Nixa go on to issue a complete Op. 72 on a 
further disc, as has been done in America, 
then we are a whole side down (on which 
Kubelik puts Tchaikovsky’s Romeo and Juliet 
and Malko, Grieg’s Lyric Suite), Further- 
more, Malko’s disc is issued on a cheaper 
label. On the whole, however, I like his 
performances slightly less than the others 
and, a small but irritating point, the scrolls 
are sO narrow it is almost impossible to find 
the start of any one dance with certainty. 
The Decca-Kubelik records seem to be the 
best bargain, in fact—if one happens to 
want Romeo and Juliet. T.H. 


HINDEMITH. (a2) Theme and Varia- 
tions, * The Four T ts.” 
(6) Symphonic Metamorphoses of 
Themes by Weber. Berlin Phil- 
harmonic Orchestra conducted by 
Paul Hindemith, (2) with Hans Otte 


sage D.G.G. DGM18301 (12 in., 
39s. 74d.). 
The Four Temperaments : 
Foss, Zimbler Sinf. (2/58) AXL2001 
Holetschek, V.S.0., Swoboda (7/55) WLP5074 
Symphonic Metamorphoses 
Chicago S.O., Kubelik (9/55) (H)ALP1251 
Hamburg P. O., Keilberth (8/56) LGX66055 


This, a very good coupling on paper, in 
the event turns out to be an extremely odd 
one—not because of the actual works, which 
are both from Hindemith’s 1940-ish period, 
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but because of the recording they receive 
from D.G.G. The side which should prove 
a strong attraction is the Four Temperaments 
(conceived and first performed as a concert 
piece with concertante piano, and later used 
for a ballet by the New York City Company). 

Though I enjoyed the recording made by 
Lukas Foss (who gave the first performance), 
I have, to be frank, always thought the 
composition a rather inferior one, whose 
material was not very distinguished, and 
whose length far exceeded its interest. With 
the composer in charge I feel I owe him an 
apology, for he makes of it a very different 
thing. Neither of the rival versions can 
equal this for warmth of. tone, conviction or 
subtlety of nuance. The waltz (Sanguine) 
has real lilt, and there is a charming grace 
about the Phlegmatic movement. Hans Otte 
(who is ungenerously left off the record 
sleeve) shows himself a sensitive soloist. As 
to the recording, it is certainly the best of 
those now on the market: the deleted 
Capitol’s tone was very forward, though 
noticeably shallow for the piano : Nixa 
had a curiously plummy piano tone, and the 
string quality was not altogether satisfactory 
(neither were the strings themselves, who 
were ruthlessly found out by passages like 
the Presto in Melancholic): the new issue is 
full and well balanced (and the string 
playing is admirably expressive). 

It is therefore the greater surprise to turn 
the disc over and find a recording which 
can fairly be described as distinctly lo-fi. 
There seems to be almost no top at all—the 
first movement sounds as if someone had 
lovingly tucked the orchestra up in a nice 
warm cocoon of cottonwool—and the 
climaxes (e.g. in the March finale) are 
congested. This is all the more sad since the 
performance is a good one. As it is, if you 
want this light-hearted work of Hindemith’s 
—which, but for its unwieldy title, 
could easily become a popular favourite 
—the H.M.V. recording is the one to go for. 
It is the most spacious in sonority and yet 
splendidly clear ; the playing is admirable 
(and the Chicago drummer is the only one 
who is exactly in tune); and though 
Kubelik takes the first and the last move- 
ments slightly on the steady side, this is 
better than Keilberth’s hurrying (in the 
Turandot movement) and clipping of ends 
of phrases (in the enchanting a 


KHACHATURIAN. Concerto for Vicite 
and Orchestra. Ruggiero Ricci 
(violin), London Philharmonic 
Orchestra conducted by Anatole 
Fistoulari. Decca LXT5259 (12 in., 


39s. 74d.) 
I. Oistrakh, Philh., Goossens 


(4/54) 38CX1141 
D. Oistrakh, Philh., Khachaturian 


(12/55) 383CX1308 
Up to the present this concerto has 

so far as British-released records are con- 
cerned, exclusively associated with the name 
of Oistrakh—fair enough, since the work 
was, after all, dedicated to Oistrakh pére, 
who has, I believe, recorded it three times, 
and whose son Igor is one of the most 
remarkable of young violinists. It must be 
said that the advent of a competitor outside 
the family circle, although he puts up a 
good try, does not shake the hold of the 
sitting tenant. This is not entirely his fault : 
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the Khachaturian concerto is a work which 
poses considerable problems of balance, and 
it is a relief to music-lovers to find that the 
most mature and polished of the three 
soloists receives what is, on the whole, the 
best recording. If this sounds somewhat 
guarded, it is because none of these three 
versions is technically ideal. Young Igor’s 
sparkling and dancing-light performance 
has one straining one’s ears to hear a good 
many of the orchestral details (one instance 
only is the clarinet solo in the second subject 
appearance after the cadenza): father 
David is recorded rather larger than life- 
size, but all the other lines are clearly 
audible too, and were it not for the prom- 
inent solo violin and some coarseness 1n the 
biggest tuttis there need have been no 
reservation in recommending this version. 
Ricci’s engineers have been so preoccupied 
with the orchestral sound (every detail of 
which is focused with great clarity) that 
they have allowed him to stand rather 
distant from the microphone, so that (at the 
start of the first movement especially) his 
tone sounds thin and forced: there are 
nevertheless moments in which the perspec- 
tive falls just right—the violin’s virtuoso 
decorations above the second subject on the 
’cellos (just before the cadenza), or the 
violin solo at the start of the second move- 
ment (where the scoring is very simple and 
Satie-esque). However quite apart from 
the balance, Ricci, for all his dazzling 
technique, cannot match the mellifluous, 
sensuously beautiful tone that David Oistrakh 
produces with such apparent ease (even at 
moments of greatest stress) ; and ‘though 
the Decca performance is worthy of respect, 
the finale, as well as being just that bit: too 
slow (so that it lacks fire as a result), is in 
general too rigid. My first choice for this 
highly spiced concerto is still Ojistrakh 
senior. L.S. 


MALIPIERO. Sesta Sinfonia. 
PETRASSI. Ritratto di Don Chisciotte 


—Suite. Orchestra Alessandro 
Scarlatti conducted b Franco 
Caracciolo. Columbia 33CX1414 


(12 in., 39s. 74d.). 

Malipiero wrote his first symphony in 
1933, and its original title was “ First and 
Last Symphony”. But the composer 
realised that this was going too far (or 
possibly not far enough) and accordingly 
changed the title. Since then he has 
written six more symphonies, many of them 
characterised by a special title or pro- 
gramme. The Sinfonia sesta: degli archt was 
completed in Venice on November 26th, 
1947 (dedicatee, Paul Sacher) and as its 
title suggests, the work is for strings only. 
Nevertheless Malipiero skilfully exploits the 
many and varied timbres and effects of 
which a string body is capable, and there is 
no doubt that Caracciolo and the Orchestra 
Alessandro Scarlatti do full justice to the 
score. 

The orchestra’s excellent soloists are 
heard more frequently than in the normal 
symphonic texture ; indeed there is more 
than a hint of the concerto grosso in 
Malipiero’s ground plan, and this (for me) 
is one of its most attractive features. There 
is an azure warmth, a Latin nobility in this 
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music, and even those who know little of 
Malipiero will find it immediately attractive. 

Petrassi’s ballet is not highly esteemed by 
Italian critics, but its Parisian premiére on 
November 2lIst, 1947, was a fair success, 
and it must be admitted that parts of the 
suite here recorded fall pleasantly upon the 
ear. Although by no means the most 
graphic of composers, Petrassi has a subtle 
grasp of the fantastic element in this 
variation by Aurel Milloss of the Don 
Quixote story. For those who do not know 
the ballet, the following synopsis, with 
timings, may be of assistance. 

After a brief Introduction, the First 
Dance begins (1’ 49”) and the stage reveals 
a man reading a large book about the 
adventures of Don Quixote. As he reads 
on, his enthusiasm grows, and the sound of 
knightly brass is heard as he pictures for 
himself the derring-do and the dash of this 
fabulous character. Servants appear on 
the scene and dress him up: he no longer 
reads about Don Quixote, he is the Don. 
With obvious significance, a bassoon ushers 
in (4’ 53”) the first of his adventures. But 
pride goes before a fall, and a resounding 
thud at the end of this section depicts the 
Don dismounting with more than his 
customary alacrity. After this Second 
Dance comes an Intermezzo (7’ 51”) with 
a flute fancifully portraying the lady 
Dulcinea. Then (9’ 12”) mutes for the 
strings and brass while the Third Dance 
shows Don Quixote, a mock-monk, at his 
religious and ascetic exercises. The Fourth 
Dance (13’ 21”) deals with his last adven- 
tures and death. He comes to his senses, 
and realises that everything has been a 
dream. He cannot find Dulcinea, but 
Sancho Panza is there encouraging him to 
return once more to his adventures. But he 
tears up the great book, and as the pages are 
scattered he dies. Sancho covers the body 
and kneels down ; Dulcinea at last appears, 
carrying a bunch of violets. Then, lo and 
behold, the spirit of Don Quixote rises up, 
takes the violets, and places them upon the 
corpse. The Finale (18’ 12”) depicts the 
hero’s apotheosis. — 

This may not be Petrassi at his best, but 
it certainly shows how versatile a man he is, 
and the music is undoubtedly above the 
average modern ballet score. Again, 
Caracciolo secures a lively performance, 
and apart from the brass section the ensemble 
is clean and precise. The recording acoustic 
is spacious without being over-resonant. 


D.S. 





Libretti 

The following libretti, designed to accom- 
pany the complete recordings of the operas 
are now available from The Decca Record 
Co., 1-3 Brixton Road, London, S.W.9: 
GLINKA. A Life for the Tsar (10s.). 
MOUSSORGSKY. Khovanschina (7s. 6d.). 
TCHAIKOVSKY. Eugene Onegin (7s. 6d.) ; 
Queen of Spades (10s.). All Russian, with 
English transliteration and_line-by-line 
translation. VERDI. Jl Trovatore ,(4s.). 
Italian-English, WAGNER. Gotterdémmerung 
(7s. 6d.). German, with English line-by-line 
translation and thematic index. 
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MOUSSORGSKY. Pictures at an 
Exhibition. 
PROKOFIEV. Symphony No. 1 in 


D major, Op. 25, “Classical ’’. 
“Love of Three Oranges ”’, Suite, 
Op. 33a. Philharmonic Symphony 
Orchestra of London conducted by 
Artur Rodzinski. Nixa WLP20029 
(12 in., 39s. 74d.). 


I am not an expert on Pictures ; but here 
is a Nixa version which can hold up its head 
beside the H.M.V. (Chicago/Kubelik) and 
Decca (Suisse Romande/Ansermet) versions, 
which I do know. Ever since the H.M.V 
disc (an American Mercury recording) 
broke on us in 1952, the Moussorgsky-Ravel 
piece has been a sort of test-piece for 
engineers to give of their best in ; and now 
the standard is so high that in this work a 
critic can legitimately try to spot faults, 
rather than point out virtues, without being 
accused of meanness. 


There are very few in the new version. 
(1) The dynamic range spanned by fff and 
ppp in Bydlo is not quite as ambitious as it 
might have been ; (2) There is a little echo 
hanging about in Catacombs, so that the 
pauses are not quite silent (e.g. the quaver 
rest two bars after 73). But most concert 
halls would produce the same effect, so 
perhaps one need not deem this a fault. 
I suspect, however, some mechanically 
induced echo, because (3) in The Great Gate 
of Kiev,before the second woodwind passage, 
before the final 3/2 section, and when the 
final chord is dying away, the sound still 
hanging about does not seem quite natural, 

These little things need not prevent one 
from hailing this new Pictures as a stunning 
recording. The timbres are brilliant, clear 
and clean. The full tutti reproduces very 
easily, without distortion. Solo passages are 
richly flavoured. Rodzinski gives a splendid 
performance, inducing the Philharmonic 
Symphony to play for much of the time like 
virtuosi, and never tess than very well. The 
clarinet-saxophone-bassoon section win 
a special accolade for their sensitive phrasing 
and colouring in The Old Castle, and the 
first trumpet for his appropriately narrow 
tone and agility in Samuel Goldenberg and 
Schmuyle. The brass chorus is direct and 
** open ”’, rather than rounded, in Catacombs, 
which is what the music seems to need. 


The other side is not quite so successful. 
There are bad pre-echoes at the start 
of the Three Oranges Suite, before 
the March, and before the Finale of the 
Classical Symphony. Competition in the 
Suite is about equal: see R.F.’s review of 
May 1956 for a summary of it. I agree all 
along the line, and slightly prefer the Boult 
Three Oranges (Decca) to this new one with 
the same orchestra—chiefly because the 
playing in the new version comes out rather 
raw and brassy. Rodzinski belongs to the 
streamlined school of Classical Symphony 
interpreters: at his pace, the opening 
Allegro (which Prokofiev marked crotchet 
100) sounds gabbled, the string intonation 
suffers, and the quick passages become a 
tangle—added resonance possibly adds to 
the effect. The strings in the Larghetto are 
very “stringy”. A.P. 
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SIR ADRIAN BOULT 


conducting 
the 
Philharmonic 
Promenade 
Orchestra 























bidr, Op. 73 


NCL 1600! 








BRAHMS S$ Major, Op. 90 
A . 53 
MON) bers of the Croydon Philharmonic Choir 


NCL 16002 








Minor, Op. 98 
by HAYDN, Op. 56a 


NCL 16003 
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DISTRIBUTED BY PYE GROUP RECORDS (SALES) LTD * 66 HAYMARKET * LONDON <- S.W.I 
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History of Music Division 
of the 

Deutsche Grammophon 
Geselischaft, Hannover 


March Releases 
33 


George Frederick Handel 

Concerto for Oboe and String Orchestra, Bh major 
Concerto for Oboe and String Orchestra, G minor 
Concerto Grosso, Opus 3, No. 3 for Oboe, Violin 

and String Orchestra 

Hermann Tottcher, Oboe 

The Berlin Bach Orchestra AP 13044 


Johann Sebastian Bach 

Cantata No. 4 “* Christ lag in Todesbanden "’ 
Cantata No. 152 ‘‘ Tritt auf die Glaubensbahn ”’ 
Fischer-Dieskay * Krebs - Mack » Hauck 
Kammermusikkreis Emil Seiler 


Géttingen Bach Festival Orchestra, 1950 
APM 14046 


Prelude and Fugue, A major, BWV 536 

Toccata and Fugue, D minor, BWV 538 (Dorian) 

Toccata and Fugue, F major, BWV 540 

Fugue, D minor, BWV 539 

Helmut Walcha, Organ APM 14506 


Wolfgang Amadeus Mozart 

Twelve Lieder and Bandel Trio 

Guilleaume > Wolf-Matthaus 

Krebs - Nécker / APM 14067 


Gregorian Chant: Palm Sunday Procession 
Benedictine Monks of St. Martin, Beuron AP 1304! 


45 


Giovanni Pierluigi da Palestrina 
improperia 
Aachen Cathedral Choir EPA 37059 


Dietrich Buxtehude 
Suite No. 1, C major 


Johann Kreiger 
Partita No. 5, A major 
Fine Krakamp, Harpsichord EPA 37013 


Johann Pachelbel 

Canon and Gigue 

Partia VI, Bb major for Violins and Continuo 

Felicani « Brix-Meinert * Lahrs, Violins 

Koch, Viola da gamba « Heinetze, Harpsichord EPA 37056 


Please write for inclusion in our mailing lists to : 


HELIODOR RECORD COMPANY LIMITED ° 8 CLARGBS STREET, 


LONDON, W.I. GROSVENOR 3095-6 & 7355 
Subsidiary of the Deutsche Grammophon Gesellschaft, Hannover 





COLLECTORS’ CORNER 


62 NEW OXFORD STREET, LONDON, W.C.! (LANgham 6155) 
63 MONMOUTH STREET, LONDON, W.C.2 (TEMple Bar 5614) 
DECCA “ Medium Play " (10° LP 33 r.p.m.) at 19/6d. each (sent post free in the U.K.) 


5015 BEETHOVEN : Overtures—Egmont & Coriolan. L.P.O.—van Beinum. 
5022 GLUCK: Overtures—Alceste & Iphigeniain Aulis. L.S.O.—Kisch. 


5033 CHABRIER: Espana & Marche joyeuse/RAVEL : Pavane pour une Infante 
(Ansermet). 


5036 DELIUS: On hearing che first Cuckoo & Walk in Paradise Garden (Collins). 
5041 BRAHMS: Overtures—Tragic & Academic Festival. Concertgebouw—Beinum. 
WELITSCH, soprano : Ballo in Maschera: 2 arias/Pique Dame : 2 arias. 

—e Merry Widow Overture & Gold & Silver Waltz. Zurich Tonhalie— 


DELLA CASA, soprano : Four Last Songs (R. Strauss). 


MOUSSORGSKY: Night on a bare Mountain/BORODIN: Central Asia 
(Ansermet). 


5050 
5054 
5056 
5060 
5064 DEL MONACO, tenor: Verdi arias—Aida, Luisa Miller, Macbeth & Traviata, 
5072 FERRIER, contralto : What is Life, Rest in the Lord, Largo, Art thou troubled. 
5074 MASSENET : Le Cid: Ballet. L.S.O.—irving. 

5076 FERRIER, contralto : Recital of Handel arias. 

5083 FERRIER, contralto : Recital of Bach arias. 

5095 BACH : Toccata & Fugue in D & Fantasia & Fugue in G. Demessieux, organ. 
5096 PROKOVIEV : Classical Symphony. Paris Conservatoire Orch.—Ansermen 
5105 SIBELIUS : Swan of Tuonela & Lemminkainen’s Return. Danish State. 

5107 WALTON : Facade, suites !&2. L.8.0.—Iirving. 

5110 TCHAIKOVSKY : Nutcracker suite. Paris Conservatoire—Fistoulari. 

5118 DEL MONACO, tenor : arias from Cavalleria Rusticana & Pagliacci. 

5141 SIBELIUS: Finlandia/GRIEG : 2 Elegiac melodies. Danish State, 

5147 HANDEL: Overtures—Alcina & Berenice. Boyd Neel Orchestra. 

5155 DUKAS: Sorcerer's Apprentice/HONEGGER : Pacific 231—Ansermet. 

5165 BEETHOVEN : Overtures—Leonora No. 3 & Fidelio. Vienna P.O.—Krauss. 
5169 SIEPI, bass : arias—Huguenots, Robert le Diable, Juive, Boccanegra, S. Rosa. 
5170 BACH : Italian Concerto & Chromatic Fantasia & Fugue. Geo. Malcolm, hrpschrd. 
5173 DELIUS : Summer Night on the River & Song of Summer. L.S.O.—Collins. 
5184 *“ AIDA” (Verdi): choruses. Rome S. Cecilia ensemble & soloists. 

5186 DEL MONACO & TEBALDI : Otello : Otello-Desdemona duets, Acts | & 2. 


5193 MENDELSSOHN: Overtures—Fingal’s Cave & Ruy Bias. Vienna P.O.— 
Schuricht. 


5198 TEBALDI, soprano: Otello: Salce & Ave/Manon Lescaut duets w.del Monaco. 
5199 DEL MONACO, tenor: Otello: Esultate, Ora e per sempre, Monologo & 


5203 MICHEAU,s. & DE LUCA, t. : Manon : Manon—des Grieux duets, Acts | & 5, 

5209 SIBELIUS: Karelia Overture & Pelleas suite. L.$.O.—Collins. 

5210 TEBALDI: Manon Lescaut & Traviata arias. 

5218 CAMPOLI, violin : Homage to Kreisler (a recital of his works). 

5222 THOMAS L. THOMAS, baritone: Recital of Welsh songs. 

5223 ROSSINI : Overtures—Cenerentola & Siege of Corinth. L.S.0.—Gamba. 

5225 FERRIER, contralto : Wind Southerly, He was despised : Orfeo: air & Mahler 
song. 

5228 TEBALD! & CAMPORA : Butterfly & Tosca Love duets. 

5230 CAMPORA, tenor : arias—Mefistofele, Ariesiana, Lodoletta, Tosca, Falstaff, etc. 

523! TEBALDI: arias—Refice, La Wally & Adriana Lecouvreur. 

5233 VAUGHAN WILLIAMS: On Wenlock Edge. Geo. Maran, tenor. 

5238 ROBIN, soprano: arias—Puritani & Sonnambula. 

5240 TEBALDI: arias—Wm. Tell, Lodoletta, Nozze di Figaro. 

5243 PETER PEARS, tenor & JULIAN BREAM, lute : Elizabethan Lute songs. 

5244 BRITTEN : Peter Grimes : Four Sea Interludes. Concertg Beinum 

5247 VYVYAN, soprano : Three Mozart arias. 

5248 PROCTOR, contralto: Recital of Traditional songs. 

5253 SIEPI, bass : Don Giovanni's arias & Figaro’s arias (Mozart). 

5256 KODALY: Hary Janos suite. London Philharmonic—Solti. 

5257 SCHUBERT : Unfinished Symphony. Vienna Philharmonic—Bohm. 

5258 MENDELSSOHN : Italian Symphony. London Symphony—Krips. 

5259 BEETHOVEN : Symphony No. 8. Vienna Philharmonic—Bohm., 

5260 MOZART : Piano Concerto in E, K.449. Gulda & L.S.O.—Collins, 

5261 MOZART : Clarinet Concerto, K.622. de Peyer & L.S.O.—Collins. 

5262 MOZART: Haffner Symphony. London Philharmonic—van Beinum. 

5263 HANDEL: Water music, suite. London Philharmonic—Beinum. 

5264 HAYDN : Surprise Symphony. Concertgebouw Orch.—Beinum. 

5267 DEBUSSY: LaMer. Suisse Romande—Ansermet. 

5269 BRAHMS: Variations on a theme of Haydn. Concertgebouw—Bein 

5272 MOZART : Violin Concerto, K.216. Ferras & Stuttgart—Munchi 

5274 TCHAIKOVSKY : Theme & variations from suite in D. Paris Cunssransive. 

5275 BORODIN : Symphony No, 2. Suisse Romande—Ansermet. 

5276 RIMSKY-KORSAKOV : Coq d'Or suite. Suisse Romande—Anasermet. 

5277 VAUGHAN WILLIAMS: Wasps: suite. L.P.O.—Boult. 

5278 DEBUSSY : Suite Bergamasque. Gulda, piano. 

5284 TCHAIKOVSKY : Sleeping Beauty Ballet suite. . Paris Cons.—Desormiere. 
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MOZART. Piano Concerto No. 11 in 
F major, K.413. Piano Concerto 
No. 14 in E flat major, K.449. 
Ellen Gilberg (piano), Pro Musica 
Orchestra, Vienna, conducted by 
Paul Walter. Vox PL9720 (12 in., 
39s. 74d.). 

Concerto No. 11: 
Rivkin, V. Op., Dixon 
Concerto No. 14 


Horsley, Philharmonia, Galliera 


(2/54) (H)CLP1012 
Matthews, Philharmonia, Schwarz 


(11/54) 38SX1031 
Scherzer, Ldn. Bar. Ens., Haas (1 LI54) PMA1012 
Gulda, L.S.O., Collins (4/55) LXT50138 
Henkemans, V.S.O., Paumgartner 

(10/56) ABL3135 

The sleeve bears the mysterious legend : 
“Dem: Side 1, Band 1”. Is “ Dem” 
short for “‘ demonstrate ’’?? Side 1, Band 1, 
is certainly the most enjoyable part of the 
disc, limpid and crystalline, alert in rhythm. 
At bar 197, where the hands cross, Miss 
Gilberg’s left hand alights on an E flat 
instead of an E: one wrong note is not very 
important, admittedly, but it is add that it 
should have been left. She plays Mozart’s 
cadenza in this movement, less one bar. 

In the Larghetto, gloomy doubts begin to 
rise. It is prosaic: one keeps wanting to 
say “‘ hush!” to the orchestra, “* hush and 
listen to what beautiful music this is”’. 
The first fiddles are insensitive in those 
lovely passages where they should tenderly, 
playfully, catch up the soloist’s last notes 
and echo them. The rhythmic tease at 
bars 51-2 is nicely brought off. Miss 
Gilberg plays a shorter cadenza, not 
Mozart’s. 

The strings, again, are almost always 
too loud in the smoothly unfolding Minuet 
which unexpectedly constitutes the Finale 
of this concerto. The last three chords, 
marked pp, are no gentler than the previous 
ones. Generally, the qualities of gentleness 
and love are missing. There is not a great 
deal to choose between this performance 
and the rather unsatisfactory one on the 
Nixa disc. The orchestral playing under 
Dean Dixon is a shade more imaginative, 
but the recording is dry, and so is Vivian 
Rivkin’s playing. His (? her) easier tempo 
for the first movement is possibly preferable. 

K.449 is a very exciting concerto. Here 
it is a little less well recorded than K.413 ; 
there is a slight edge on the strings, the 
texture is not clear, and there is perhaps too 
much resonance. So that in a tutti like 
the one after the cadenza of the first move- 
ment, where you should be able to hear the 
upper and lower strings exchanging roles, 
the contrapuntal point is lost. After bar 
120, someone starts banging in the studio. 
Miss Gilberg plays Mozart’s cadenza, but 
instead of seizing on the first violins’ 
preceding figure (which they seem to have 
introduced expressly so that a cadenza 
may be built from it) and making it 
recognisably an extension, she flicks these 
semiquavers away. 

The Andantino (in which the solo part 
is written out almost as elaborately as if 
P. C. Hoffmann had had a go at it) again 
shows up weaknesses: strings too loud, 
phrases pronounced without feeling. The 
6/8 closing section of the finale is given out 
in a meaningless, undifferentiated half- 
staccato, both by piano and by strings. 


(2/55) WLP5244 
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Rehearing increases respect for the Gulda 
version. The orchestral playing is, admit- 
tedly, a little coarse, but it is clear, and 
makes Mozart’s meanings more plain than 
the new disc does. And Gulda gives a 
serious, well-considered, Serkin-like per- 
formance. The ornaments in the Andan- 
tino are most delicately turned ; the 6/8 
phrases are crisply shaped. Gulda’s 
beautiful left hand shows up clearly a 
weakness in Miss Gilberg’s playing. The 
exciting quality of the concerto emerges 
here. The Parlophone disc is interesting 
because of the unusual orchestral texture: 
the Alberti figuration from the viola in the 
Andantino, and the woodwind detail 
generally (such little as there is—only two 
oboes, and those ad lib.) is heard more 
clearly. Miss Scherzer’s playing has no 
harm in it, but could not be called ve 
impressive. A.P. 


MOZART. Concerto for Bassoon and 
Orchestra in B flat major, K.191. 
Six Prague German Dances, K.509. 
Two Marches, K.335. Rudolf 
Klepac (bassoon), Salzburg 
Mozarteum Orchestra conducted 
by Ernst Marzendorfer. D.G.G. 
DGM18297 (12 in., 39s. 74d.). 


Bassoon Concerto : 


Helaerts, L.S.O., Collins ( LXT2990 

Oehlberger, V. Op., Rodzinski (4/55) WLP5307 

Cermak, V.P.M., Emmer (7/55) PL8870 
Siz German Dances: 

Bamberg S.O., Keilberzh (2/54) OL50005 


I suppose that for most people the 
bassoon concerto will be the real draw on 
this record ; I must admit that I got a great 
deal more pleasure from the other side. 
Though the concerto is, of course, interesting, 
as an early example of Mozart’s ability to 
create polished and attractive: music even 
in adverse circumstances, I doubt whether 
it would be quite so much played (or 
recorded) if the bassoonist’s repertoire were 
larger. In all three of the previous recorded 
versions it has been coupled with the clarinet 
concerto, which merely served to emphasise 
its comparative immaturity. Here it is in 
more suitable company, and since the 
performance is a perfectly reasonable one 
this is certainly the most attractive version 
for anyone who already has the clarinet 
concerto by itself on a ten-inch disc. 
Whether it is absolutely the best version is 
less certain. The bassoonist has a very ripe, 
at times almost saxophonic, tone, and he is 
recorded rather too close. On the other 
hand the overall sound is more attractive 
than that of either the Nixa or the Vox 
versions. The Decca suffers from the very 
nasal tone of the bassoonist and the curious 
cadenzas he plays. On the whole I should 
be inclined to choose the Nixa version, since 
the Vox catches a disturbing amount of 
mechanical noise from the solo instrument. 

The Six German Dances on the other side 
were written in Prague in 1787, probably 
for some aristocratic ball during the 
carnival season. They make subtle use of 
an unusually large band, and are altogether 
charming music. This performance seems 
rather stolid at first when compared with 
the one conducted by Keilberth, but I came 
to the conclusion eventually that it was 
probably closer to Mozart’s intention, if 
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only because it would take a professional 
ballet dancer to get round the floor at Keil- 
berth’s speed. The playing is affectionate 
rather than highly polished, and _ the 
recorded tone is very good. The two 
marches, and particularly the first, receive 


perhaps the most spirited performance of 
the whole dist. j.N. 


MOZART. Symphony No. 40 in 
G minor, K.550. Symphony No. 41 
in C major, K.551, “ Jupiter”. 
Chicago Symphony Orchestra con- 





ducted by Fritz Reiner. H.M.V. 
ALP1330 (12 in., 39s. 74d.). 
OR Scherchen 
E. en 12/54) DTL93020 
Bamberg S.O., Perlea ' =n /66) PL9450 
Ye No. 40: 
L.P.O., Kleiber (11/50) LX3088 
L.S.O., Krips faa) (i XT281 
London Mozart, Blech (1/54) (H)\CLP1009 
V.P.O., Muenchinger (5/56) LXT5124 
R.P.O., Beecham (3/56) ABL3004 
V. Op., Prohaska (6/56) PVL7014 
Symphony No. 41: 
L.S.O., Krips (12/50) LX3010 
PulbeiSonneKempae® iis Scxian 
armo em 1 
Berlin R.I.A.S., Fricsay ' 2156 DG16088 


Concertgebouw, Boehm (11/56) ABL3102 

Here are performances of both symphonies 
that have a very great deal to commend 
them. The best way I can help intending 
purchasers to choose from a wide selection is 
to describe briefly the characteristics of the 
latest arrival. 

Reiner likes fast speeds, as we noticed in 
some earlier Mozart symphonies of -his. 
This gives us a performance of the first 
movement of the G minor that is a real 
allegro molto, in my view just the sort of speed 
that is wanted, especially when the playing 
is as nimble as it is here. Many, however, 
will think -the slow movement too quick 
(and not always consistent at that). The 
Minuet is strangely stolid, but it is such a 
powerful bit of writing that the result is not 
unacceptable. The Finale has excellent 
punch and drive. 

So has the opening movement of the 
Jupiter and the slow movement of this 
symphony is most beautifully played. The 
Minuet is extremely quick for one marked 
allegretto rather than allegro and I cannot say 
I like this, though a great many conductors 
do it almost as quickly. The great Finale is 
played with fine power. 

A slight weakness shows itself now and 
again in both performances, a relaxation of 
the pulse of a movement, some loss of 
momentum. And there are one or two 
instances of very questionable style, a 
dreadful slowing up in the Fupiter’s first 
movement immediately after the double bar, 
where the woodwind lead to the new key of 
E flat, a rather affected return to C major 
in the Finale. Also, in the G minor I find 
the “hairpins” in the opening subject 
exaggerated enough to get tiresome before 
I reach the end of the movement. 

But these are powerful performances of 
Mozart’s two most powerful symphonies 
and there is much perceptiveness in the 
conducting. The orchestral playing is 
brilliant throughout. The recording is good, 
though there is a little too much resonance 
for Mozart, not so that the sound is seriously 
clouded, but it does tend to fill up empty 
bits of bars. (Is not this tendency on the 
increase with several recording companies ?) 
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This is easily the best coupling of the two 
works, though that is not a great compliment 
for competition is not at all keen. Com- 
petition zs keen in individual performances 
of each symphony and here these new ones 
can hold up their heads among the best, 
though they are not clearly recommendable 
(for the reasons suggested above). Others 
to consider are Blech and Beecham for the 
G minor (the latter with a superlative Linz 
on the reverse): for the Jupiter, Klemperer 
and Fricsay, while Bohm is your man if you 
want a fine performance that includes a 
Minuet taken at what I regard as a sensible 
allegretto. Tale 


RIMSKY-KORSAKOV. Scheherazade 
—Symphonic Suite, Op. 35. Radio 
Symphony Orchestra of Berlin 
conducted by Ferenc Fricsay. D.G.G. 


DGM19075 (12 in., 39s. 74d.). 
Philharmonia, Dobrowen (9/53) 33SX1007 
Belg. P.O., Andre 
Minneapolis S.O., Dorati 
Vienna Op., Quadri 
Philadelphia S.O., Ormandy 
Par. Cons., Ansermet /55) 
Philharmonia, Stokowski (3/56) (H)ALP1339 


After praising so highly Ansermet’s mag- 
nificent performance and recording of 
Scheherazade, I must now try to find even 
more enthusiastic terms for the new Deutsche 
Grammophon. The very best D.G.G. 
recordings of big orchestral scores still seem 
to me to be unrivalled—and this new disc 
is one of those very best recordings. In 
other versions we can find the same brilliance 
(the transients in Decca LXT5082 are in 
fact more startlingly crisp), the same bright 
clarity of timbres, the same immediacy of 
effect—but not all these virtues presented 
with the same naturalness—the word that 
comes nearest to describing what I admire 
in the D.G.G. disc. Besides, Fricsay’s reading 
ranks with Ansermet’s, and many listeners 
may well prefer its more dramatic quality. 
There is a real excitement in the way 
Fricsay handles those summoning calls from 
trombones and trumpets, seeming to come 
from many places, at letter D of ** The Story 
of the Kalendar Prince ”’, and the sub- 
sequent “ thrumming ” effects—fingers just 
flipping the strings—which accompany the 
flute solo, and later the bassoon solo, are 
wonderfully well achieved. Fricsay’s tempi 
tend to be a little faster than Ansermet’s. 
The playing of the Berlin instrumentalists 
(presumably the RIAS Orchestra with a 
de-Americanised title) is superlative. Only 
query: the steadiness of the long-protracted 
final chord. A.P. 


REGER. Hiller Variations and Fugue, 
Op. 100. Berlin Philharmonic 
Orchestra conducted by Paul van 
Kempen. D.G.G. DGM18074 (12 in., 
39s. 74d.). 

Hamburg P.O., Keilberth (4/56) LGX66049 
How maddening to have another record 
of the Hiller Variations when we still lack 
an LP disc of the Mozart set—which is not 
perhaps a very gracious way to greet this 
new and very good performance and record- 
ing. But Reger’s Mozart Variations are an 
easier introduction to the composer, so little 
known in this country, largely because they 
are more concise (and for this reason prob- 
ably also a better work). Yet once you have 
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a taste for Reger you won’t want to lose a 
minute of the two long sides it takes to 
accommodate the Hiller Variations. Inci- 
dentally, I hope the D.G.G. sleeve gives the 
variations their full title, “‘ on a gay theme 
by Hiller”: Reger’s insertion of the 
adjective is obviously an indication of his 
own approach when he was composing and 
is therefore of importance to the listener. 
Telefunken make no mention of it anywhere. 
I find it most difficult to choose between 
the two versions. Keilberth seems to love 
the romantic variations more deeply: van 
Kempen, aided by the Berlin Philharmonic’s 
virtuosity, brings off the lively ones bril- 
liantly. Keilberth shows more appreciation 
of the wit that is often to be found (the 
variations being on a gay theme). He and 
the Hamburg orchestra, here at their best 
on records, are aided by a rather warmer 
recorded quality which helps those passages 
that want sheer beauty, but D.G.G. get a 
considerably clearer and more vivid full 
orchestral sound. (The enormously loud 
pile-up at the end of the whole work 
demonstrates this most obviously and the 
new recording wins easily at all such points.) 
So there it is: you won’t go wrong with 
either. Which makes it the more madden- 
ing that two are available—and no Reger- 
Mozart. T.H. 


SAINT-SAENS. Symphony No. 3 in 
C minor, Op. 78. Henriette Roget 
(organ), Orchestre de la Société des 
Concerts du Conservatoire de 
Paris conducted by André Cluytens. 
Columbia 33C:X1413 (12 in., 39s. 74d.). 

Hague P.O., Otterloo (7/55) NBR6021 
Durufle, C.-E. Orch., Bour (4/56) DTL93072 
Crook, N.B.C. S.O., Toscanini 

(9/56) (H)ALP1296 

This performance begins with a rather 
reticent account of the allegro part of the 
first movement. There is excellent p string 
playing but some lack of fullness and 
expansiveness, both in sound and in the 
conductor’s interpretation. It is all played 
with extreme care and thought, yet does 
not make the effect that it can. 

The big tune that follows is taken remark- 
ably quickly—there is clearly to be none of 
the “‘in memoriam” feeling that other 
conductors, Toscanini included, give it— 
and whether you do or do not choose this 
latest issue will probably depend on your 
views on this matter. The facts are that 
Saint-Saéns marks it only poco adagio and 
gives a metronome mark of 60—so Cluytens 
has at least some justification: that other 
conductors take it slightly more slowly than 
that: and that Cluytens goes a good deal 
the other way and plays it at about 74, I 
wonder what the composer would say. 
Metronome marks are notoriously difficult 
to set—Brahms remarked that he didn’t 
believe there was ever a composer who did 
not later want to alter what he had at first 
set down—and the slower speed feels so 
right to me (and evidently to a good many 
recording conductors) that I cannot help 
feeling that Saint-Saéns would have 
approved. Cluytens’ speed does not con- 
vince me, the melody seems to want more 
space: but that may merely be because I 
am so used to a slower speed. It is notice- 
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able, however, that on the tune’s fina} 
return, with the triplet accompaniment, 
Cluytens takes a speed more like the one to 
which we are accustomed. 

For the performance of the rest of the 
work I have nothing but praise and the 
Finale, the weak part of this symphony, gets 
a more convincing performance than even 
Toscanini achieves. For a start, there is an 
organ that plays a ff C major chord bang in 
tune—a miracle !—and it adds thrillingly 
to the music throughout. In addition 
Cluytens gets admirably incisive playing 
from the orchestra. As to recording, that is 
excellent throughout. 

Personally I shall still keep the Toscanini 
version on my shelves, not least for his — 
conduct of the opening movement. Not a 
touch of orchestration is allowed to go for 
nothing, there is such warmth of heart and, 
above all, subtleties of speed variation allow 
each page its full character. But anyone 
who gets taken up by my enthusiasm should 
be warned that the record was made at a 
concert performance with audience noises 
and no .re-takes—there is one major 
orchestral lapse, a crashing drum entry a 
full bar too soon. 

The choice now lies between Toscanini 
and Cluytens and if you can listen to both, 
be fair and play Cluytens right through to 
his Finale. T.H. 


STRAUSS, R. Don Juan, Op. 20. Till 
Eulenspiegels Lustige Streiche, 
Op. 28. Philharmonic Symphony 
Orchestra of London conducted by 
Artur Rodzinski. Nixa WLP20027 
(12 in., 39s. 74d.). 

Coupfied as above : 
Vienna P.O., Krauss (1/51) LXT2549 
Philharmonia, Karajan (10/52) 38CX1001 
Concertgebouw, Jochum (10/54) ABR4009 
V.P.O., Furtwaengler (1/55) (H)ALP1208 
Bamberg S.O., Horenstein (8/55) PL9060 


Till Eulenspiegel : 
V.P.O., Krauss. (3/55) LGX66082 
Berlin P. O., Frics (1/56) DG16006 
N.B.C. S. (11/56) (H)ALP1404 
(11/56) SBR6211 


‘Toscanini 
Philadelphia, Ormandy 
WBC S. O., Toscanini (9/54) (H)ALP1178 
Paris Cons., ” Knappertsbusch (11/56) LXT5239 

Rodzinski presses his orchestra hard in 
both these pieces and the players ride his 
speeds remarkably well. But the famous 
opening bar of Don Juan doesn’t begin to 
have any notes in it, it’s just a wild rush up: 
it is done with perfect unanimity and one 
can but suppose that the conductor wants 
it to sound like that. Put on the start of 
Toscanini’s performance and judge for 
yourself. 

Much of the rest of Don Juan sounds too 

fast for my liking and there is little expansive- 
ness of phrase and feeling. Sometimes there 
is lack of exuberance, as at the violas’ and 
’cellos’ molto appassionata outbursts (letter K 
in the score) and I must say that I find the 
slowing up after this unwarranted and un- 
necessary. The episode to which it leads, 
however, is most beautifully done, with 
exquisite oboe playing (presumably by 
Terence McDonagh) and by the clarinettist 
too (presumably Jack Brymer). 

But all in all it is a rushed performance of 
a work that wants expansiveness and it is 
given a too sentimental treatment of other 
moments that want expressiveness but not 
sentimentality. The direction tranguillo, for 














